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Abstract 
Sergei Prokofiev (1891-1953) composed not only "serious" works such as Classical 
Symphony (1917), but also Peter and the Wolf (1936), a composition which has 
entered the classical canon despite being a work for children. Actually, Peter and the 
Wolf was neither the first nor the last children's piece by Prokofiev, yet the 
remaining examples are little known, and correspondingly seldom discussed. 
Vladimir Blok was probably the first and the only scholar to have published a serious 
study of Prokofiev's children's music, which was yet only a brief introduction to four 
selected compositions for children/ Blok's article drew my attention to Prokofiev's 
other music for children. 
During the period when Prokofiev's lived in the Soviet Union, children's music was 
not necessarily relegated to a minor position in the musical culture, unlike today. In 
Russia, particularly during the Soviet era, it was common for composers to write 
children's music since education was one of the main concerns of the regime. 
However, compared to his contemporaries such as Shostakovich or Khachaturian, 
Prokofiev composed music for children that was on a significantly larger scale in 
L丁 Ilfy T Children's Music (op. 65 and 65b, 1936 and 1941) Peter and the Wolf(op. 67,1936), Three 
s Songs for Voice and Piano (op. 68,1936-39) and Winter Bonfire (op. 122,1949). Vladimir 
Prokofiev s Music for Children" in Sergei Prokofiev: Materials, Articles, Interviews (Moscow-
Progress Publishers, 1978), 126-156.-
i 
terms of instrumentation as well as musical and literary content. In addition, 
Prokofiev's compositions for children were produced in two specific time spans, 
around 1935-6 and late 1940s respectively. The works composed in the first period 
are Music for Children (Op. 65) and an orchestral suite transcribed from it, Summer 
Day (Op. 65b), Peter and the Wolf [Op. 67) and Three Children's Songs for Voice and 
Piano (Op. 68). The second period includes Winter Bonfire (Op. 122), On Guard for 
Peace (Op. 124) and the Seventh Symphony (Op. 131). 
My research questions are firstly, what factors contributed to Prokofiev's special 
preference for children's music; and secondly, why did he compose them at those 
particular times. In researching these questions, the social and political situations in 
Soviet Union around mid-twentieth century will be examined in conjunction with 
close examination of the children's music that Prokofiev composed. Moreover, I will 
study Prokofiev's personal circumstances at different times, so as to further analyze 
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Chapter 1 Introduction 
I. Introduction 
Sergei Prokofiev (1891-1953) was one of the most important Russian composers of 
the twentieth century. Among his best known compositions, there are not only 
"serious" works such as Classical Symphony {1917), but also Peter and the Wolf 
(1936), a composition which has entered the classical canon despite being a work 
for children. Actually, Peter and the Wolf was neither the first nor the last children's 
piece by Prokofiev, yet the other examples are little known, and correspondingly 
seldom discussed. Vladimir Blok was probably the first and one of the few scholars 
to have published a serious study of Prokofiev's children's music/ However, it is 
only a brief introduction to four selected compositions for children,^ concluding 
with Blok's comments on the achievements of Prokofiev as a composer for children. 
Blok's article drew my attention to Prokofiev's other music for children. During the 
period when Prokofiev lived in the Soviet Union, children's music was not 
necessarily relegated to a minor position in the musical culture, unlike today. In 
Russia, particularly during the Soviet era, it was common for composers to write 
children's music since education was one of the main concerns of the regime. 
However, compared to his contemporaries such as Shostakovich or Khachaturian, 
Prokofiev composed music for children that was on a significantly larger scale in 
terms of instrumentation as well as musical and literary content. Israel V. Nestyev, 
1 Vladimir Blok, "Prokofiev's Music for Children," in Sergei Prokofiev: Materials, Articles, Interviews 
(Moscow: Progress Publishers, 1978), 126-156. 
2 They are Children's Music and A Summer Day (op. 65 and 65b, 1936 and 1941) Peter and the Wolf 
{^ OP- 67,1936), Three Children's Songs for Voice and Piano (op. 68,1936-39) and Winter Bonfire (op. 
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Prokofiev's first biographer, had also noted the significance of the theme of 
childhood in Prokofiev's music: 
A characteristic manifestation of the deeply human quality of 
Prokofiev's art is the ever-recurring theme of childhood, with all its 
guileless spontaneity and purity of feeling. Prokofiev was one of those 
pure-hearted artists, who, as Gorky put it, had a vivid, uncanny 
remembrance of childhood. 
Moreover； all of his children's music retained his signature Prokofievian style, 
consistent with his other "serious" works. In addition, these compositions were 
produced in two specific time spans, around 1936 and after 1948 respectively, which 
may have been the result of particular political and social circumstances. 
My research questions are firstly, what factors contributed to Prokofiev's special 
preference for children's music; and secondly, why did he compose them at those 
particular times in his career. In researching these questions, the social and political 
circumstances of Soviet Union around the middle of the twentieth century need to 
be explored in conjunction with close examination of the children's music that 
Prokofiev composed. 
II. Literature Review 
In researching this thesis, I have made use of scholarly literature from two main 
subject areas. The first area is the composer's life and music. The main form of this 
literature is biography. These books provide important documentation on the 
genesis of different works by Prokofiev, as well as the circumstances he faced at the 
time of composition. Among the many biographies of Prokofiev available, the 
earliest is by Israel. V. Nestyev and dates from 1957, while the most recent was 
3 Israel. V. Nestyev, Prokofiev (Stanford: Stanford University Press, 1950), 457. 
• 2 
published in 1998 by Daniel Jaff? Information provided by these biographies on 
major works is adequate, yet the coverage on children's music is limited. Another 
problem is that most of the earlier Russian studies were written from a particular 
political perspective."^ Prokofiev was promoted as an important Soviet composer 
after his death, and biographers were expected to create a particular, aggrandized 
image of him. This bias has hindered a more nuanced understanding of the 
composer's artistic decisions, affecting any critical assessment of his children's music. 
In addition, access to archival sources was restricted by the government so as to 
control the flow of information outside the country. Information that may have 
contradicted the officially sanctioned account of Prokofiev's life would probably not 
be included.^ 
The information these biographies provide on Prokofiev's children's music is limited, 
since most of the works remained less popular and have attracted much less interest 
in academic circles. However, this limitation has been addressed recently in volume 
12 of the Three Oranges Journal (2006), published by the Serge Prokofiev 
Foundation, which is devoted exclusively to research related to Prokofiev's Peter and 
the Wolf. Articles by Catriona Kelly, Edward Morgan and No螗e Mann provided more 
details about the genesis of Peter and the Wolf and the relationship between 
children and political propaganda. Some of the articles discussed Prokofiev's late 
children's works as well； informing the readers more about the reception of these 
works. Moreover, two recently published monographs, each covering half of 
Prokofiev's life (1891-1935 and 1936-1953), provide together a much more detailed 
4 Daniel Jaff? Sergey Prokofiev (London: Phaidon Press, 1998), 226-227. 
5 Anonymous, "Description" in "Oxford University Press: The People's Artist: Simon Morrison", 




account of the composer's life.® Simon Morrison's book covered mostly biographical 
information related to Prokofiev's life in the Soviet Union, while David Nice 
incorporated music analysis in his account of Prokofiev's pre-Soviet years. Morrison's 
book, however, provides an expanded context with respect to the background of 
Prokofiev's children's works in particular, since Morrison's extended research in 
several archives in Moscow after the collapse of the Soviet state resulted in the 
revelation of previously unknown facts. 
Primary sources, such as letters, diaries, manuscripts as well as the composer's 
autobiography and selected writings are available and will be examined for any 
information they contain concerning his children's music and related matters. The 
Serge Prokofiev Archive at the Library of Goldsmiths, University of London holds 
several manuscripts of children's works from 1930s.丨 visited the Archive during a 
trip to London and have reviewed the primary sources available (which include 
materials up to 1936 only). The orchestral variant of Chatterbox, one of the Three 
Children's Songs, housed in the Archive has particularly contributed to this study 
since it is no longer in print. The compilation S. Prokofiev: Autobiography, Articles, 
Reminiscences, edited by S. Shiifstein, includes the autobiography by Prokofiev that 
covered his life up to 1936 and articles by Prokofiev, which facilitates the 
understanding of the composer's intentions and thoughts/ The reminiscences of 
Prokofiev by distinguished Soviet musicians in the same book provide a clearer 
picture about the reception of Prokofiev's music and his personality. In addition, the 
chapter "Prokofiev and Atovmyan: Correspondence, 1933-1952" in Sergey Prokofiev 
6 The two monographic biographies are David Nice, Prokofiev: From Russia to the West (New Haven: 
Yale University Press, 2003) and Simon Morrison, The People's Artist: Prokofiev's Soviet Years (Oxford 
and New York: Oxford University Press, 2009). 
7 S. Shiifstein, ed., S. Prokofiev: Autobiography, Articles, Reminiscences (Honolulu, HI: University Press 
of the Pacific, 2000). 
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and His World is useful, as it provides much information about the genesis and 
publishing of Prokofiev's late children's works, which cannot be found anywhere 
else.® 
Other literature on Prokofiev includes non-biographical secondary sources. Neil 
Minturn's book is one of the few which devotes time and space to analysis of music 
of a wide range of genres, such as orchestral, chamber, piano and vocal music.® 
Short articles can be found in Blok's book, mentioned earlier. Other literature on 
specific topics such as Prokofiev's ballets or piano sonatas is only indirectly related 
to this project.io Concerning the reception of Prokofiev's music, newspapers and 
journals provide further information. 
The second subject area involves Russian history and related topics, such as political, 
social, cultural (musical particularly) and educational contexts of the Soviet Union. 
Many scholars have contributed to this research.^^ Important sources include the 
third volume of D. C. B. Lieven, Maureen Perrie, and Ronald Grigor Suny's The 
Cambridge History of Russia, which provides information about Russian history in 
the twentieth century from both historical and cultural perspectives. Narrowing the 
perspective, Boris Schwarz's Music and Musical Life in Soviet Russia, 1917-1970 
facilitates research on general aspects of musical culture in R u s s i a A m y Nelson's 
Music for the Revolution: Musicians and Power in Early Soviet Russia places Russian 
® Simon Morrison, ed., Sergey Prokofiev and His World (Princeton: Princeton University Press, 2008). 
® Neil Minturn, The Music of Sergei Prokofiev (New Haven: Yale University Press, 1997). 
“Stephen D. Press, Prokofiev's Ballets for Diaghilev (Aldershot, England and Burlington, VT: Ashgate, 
2006) and Boris Berman, Prokofiev's Piano Sonatas (New Haven: Yale University Press, 2008). 
“Examples include: D. C. B. Lieven, Maureen Perrie, and Ronald Grigor Suny, The Cambridge History 
of Russia (Cambridge: Cambridge University Press, 2006); David MacKenzie and Michael W. Curran, A 
History of Russia: The Soviet Union, and Beyond, 4th ed., (Belmont,CA: Wadsworth Pub. Co., 1993). 
Boris Schwarz, Music and Musical Life in Soviet Russia, 1917-1970 (New York: W. W. Norton, 
1973). 
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music history in context from the Revolution to the late It covers the 
development of attitudes towards music on the part of the proletariat and 
intelligentsia, providing an interpretation of the political forces faced by composers 
at that time. On the other hand Francis Maes' A History of Russian Music focuses 
more on the classical music composers, from Glinka to Prokofiev, up to the late 
1940s. Kiril Tomoff's Creative Union: The Professional Organization of Soviet 
Composers, 1939-1953 provides a detailed account about the functioning of the 
Stalin Prize Committee, which is useful to the discussion of the late children's 
works.15 
There is also a significant body of literature on education in Russia during the Soviet 
era. Joseph I. Zajda's Education in the USSR provides a detailed account of the Soviet 
educational philosophy, schooling system, moral education and political socialization 
of Soviet children/® Most of these books concern pedagogical matters, such as 
curriculum and the structure of the educational system. Daniel Robert Remeta's 
doctoral dissertation Music Education in the USSR has more detailed information 
about the out-of-school organizations and societies in which children could 
participate in different musical activities； such as the Children's Theatre and the 
Philharmonic Organizations, which would have facilitated the understanding of the 
genesis of Prokofiev's children music. “ The relationship between music and 
education is, however, less well covered. Topics such as reception and the functions 
Amy Nelson, Music for the Revolution: Musicians and Power in Early Soviet Russia (University Park: 
Pennsylvania State University Press, 2004). ‘ 
“Francis Maes, A History of Russian Music (Berkeley: University of California Press, 2002). 
Kiril Tomoff, Creative Union: The Professional Organization of Soviet Composers, 1939-1953 (New 
York: Cornell University Press, 2006). 
“Joseph I. Zajda, Education in the USSR (Oxford: Pergamon, 1980). 
17 Daniel Robert Remeta, Music Education in the USSR (Ann Arbor: University Microfilms 
International, 1987). 
• 6 
of children's music are absent from most of the related literature, except for Manon 
van der Water's book, which has a thorough discussion of children's works, albeit 
from the perspective of theatres only.^ ^ Nonetheless, the information on education 
will provide a useful, contextual background against which Prokofiev's music will be 
considered. 
III. Methodology 
In this thesis, I will research Prokofiev's "music for children/' which is a term he 
himself used in his autobiography/® My research questions are, in brief, what led 
him to compose music for children, and hence what are the possible implications 
with respect to that decision? Before approaching the questions, however, I will first 
define what the category "children's music" means and explain why certain works 
are not included. 
"Music for Children" or "Children's Music" 
Seldom discussed, hence problematic, the definition of "children's music" evades 
easy explanation. There is no consensus yet about which works by Prokofiev 
constitute children's music either. For example, in Khachaturian's memoir of 
Prokofiev, titled "A Few Thoughts about Prokofiev/' he wrote, 
The best proof of the versatility of his gift is afforded by his music for 
children: his symphonic fairy-tale Peter and the W/o//with its sparkling wit, 
its wealth of melody and its irresistible appeal to both adults and children, 
or the delightful choreographic tale Cinderella, the poetic piano cycle 
Music for Children, and its symphonic version Summer Day, The Ugly 
Duckling, Old Granny's Tales, or the Pioneer suite Winter Bonfire.扣 
“ M a n o n van de Water, Moscow Theatres for Young People: A Cultural History of Ideological 
Coercion and Artistic Innovation, 1917-2000 (New York: Palgrave Macmillan, 2006). 
Shiifstein； 89. "Besides music for children [referring to Music for Children, Peter and the Wolf and 
Three Children's Songs], I wrote in 1935 and 1936 several marches for military band ancL." 
Aram Khachaturian, "A Few Thoughts about Prokofiev/' in Shiifstein, 200-201. 
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Nestyev's account； however； was slightly different. 
Images of childhood are to be found in many of his works- from the pieces 
of Op. 12 and The Ugly Duckling to Peter and the Wolf, On Guard for Peace, 
and the Seventh Symphony. 
In this thesis, I will define music for children, or children's music, as a term used 
broadly to refer to any musical works composed by adults specifically for children 
(and possibly adults) as performers or/and audience. ^ ^ It is based on Emer 
O'Sullivan's differentiation of children's and adult literature: 
The key difference between children's and adult literature lies in the 
fact that the former is written or adapted specifically for children by 
adults.23 
Some of the children's music may be simple entertainments, or/and may have or 
advance pedagogical goals. It is necessary to highlight that children's music in this 
sense is written expressly for children. Commissions from organizations which acted 
as mediators between the composer and the children, e.g. the Children's 
Programming Division of the State Radio, will thus be included. However, not all 
works incorporating elements inspired by child-related themes or stories fall under 
this category. Therefore, works such as Ugly Duckling (op. 18,1914), Tales of an Old 
Grandmother (op. 31, 1918) and Cinderella (op. 87,1940-1944) will not be included 
in the purview of this study, as they were not composed with children in mind. 
Moreover, the term "children's music" is used mainly to conceptualize a category of 
music with specific target audience, hence not necessarily limited to a particular 
repertoire or genre. Therefore, works of different genres (such as oratorio, suite, etc) 
can be put under the same branch of "children's music." In addition, this term was 
21 Nestyev, 457. 
22 The definition is..based partly on theories of children literature, since there are no suitable existing 
models for defining children's music yet. 
Emer O'SuHivan, Comparative Children's Literature, trans. Anthea Bell (Abingdon, Oxfordshire; 
New York: Routledge, 2005), 13. 
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not used by the composer or critics consciously at that time as a label, although 
compositional intention is an important factor for categorization. Rather, it is used 
much later for the purposes of research. 
The following table lists the works which will be covered in detail in this thesis. They 
were selected since they are compositions for children (see the table below). 
Prokofiev's intended audience is implied in some of the works' titles (e.g. Children's 
Songs, Music for Children). Others were commissioned for children by organizations 
serving children's needs and concerns (e.g. Central Children's Theatre). 
Music for Children (op. 65) Children (or adults) Children 
Summer Day (op. 65b) Adults Children (and adults) 
Peter and the Wolf (op. 67) Adults Children (and adults) 
Three Children's Songs for Adults Children 
Voice and Piano (op. 68) 
Winter Bonfire (op. 122) Adults and children Children 
On Guard for Peace (op. 124) Adults and children Children 
Symphony No. 7 (op. 131) Adults Children and adults 
Table 1. Categorizations of performers and audience of the children's music 
After clarifying the terminology, the historical background of Russia from the late 
1920s to the 1950s, in conjunction with the composer's life, will be studied. The goal 
is to observe the affect of government policies on Prokofiev, as well as his reactions 
towards the ever shifting political and social environment. Biographies and other 
secondary sources concerning the events of his life and Soviet musical circles are 
9 
j 
employed to relate them to historical events such as the enactment of Zhdanov's 
doctrine in 1948. The findings help provide a backdrop to the genesis of each work. 
With regard to Prokofiev's music for children, the compositions will be divided into 
two groups, according to the time of composition. The first time period is around 
1936, and the other is after 1948. For each composition, the following will be 
explored: the compositional background, text/programme analysis, musical analysis 
and reception. A summary of similarities and differences with respect to the above 
parameters will then be drawn between the works from the same period in order to 
identify any possible connections. There will also be a comparison between the 
works from the two different time periods in terms of their general musical style, 
scale and other parameters. By considering both the historical context and musical 
style, a better understanding of Prokofiev's interest in children's music at specific 
times in his career will result. These "minor" works may also reveal social and 
political forces at work on Prokofiev and his contemporaries. 
IV. Thesis Structure 
There are six chapters in this thesis. The two chapters that follow this Introduction 
form the first major, section of the thesis. The second chapter explores the political 
and social background to Prokofiev's Soviet years. The first part studies the political 
and social history of Soviet Union in the early 1900s to 1937, with Prokofiev's life as 
the focus. The second part discusses the relationship between children and music 
education in the Soviet context. The third chapter focuses on Prokofiev's earlier 
children's music: Music for Children (Op. 65) and Summer Day (Op. 65b), and Peter 
and the Wolf (Op. 67) and Three Children's Songs for Voice and Piano (Op. 68), 
10 
which were composed around 1936. Prokofiev's personal circumstances are first 
explained, followed by a detailed discussion of each work. 
The fourth and fifth chapters constitute the second major section. The fourth 
chapter examines the historical and social background of the Soviet Union from the 
1940s, and introduces the mechanism of the Stalin Prize and the Radio Committee. 
The fifth chapter focuses on Prokofiev's later children's music, including Winter 
Bonfire (Op. 122), On Guard for Peace (Op. 124) and the Seventh Symphony (Op. 
131), which were composed after Zhdanovshchina in 1948. 
The final chapter presents my conclusions. Using the information explored in the 
previous chapters, I provide answers to the research questions raised at the 
beginning, outlining factors that contributed to Prokofiev's decision to compose 
children's music. 
11 
Chapter 2 Background, Children and Music Education 
1. General Historical Background 
, The musical scene of Russia in the early twentieth century underwent a number of 
great changes. In the following section, Russian music history from the early 1900s 
to the 1930s will be divided into five stages so as to facilitate the discussion.^ The 
focus will be on the influence of art policies, political events and social conditions on 
music and musical life. 
Before 1917: From Tsarist Russia to the Revolution 
in the early twentieth century, the control of the arts by the Tsarist government was 
relatively looser than that of Stalin's time, although it had previously been tightened 
in the nineteenth century after the assassination of Alexander II in I S S l ? In this 
environment, music of diverse styles could be freely developed. There were two 
main camps of artists, known as the traditionalists and the modernists. 
The traditionalists focused on Russian musical traditions, staying mostly in the 
conservatories and academic circles. Rimsky-Korsakov in St. Petersburg and Taneyev 
in Moscow were the key representatives. Many other composers, who also had the 
same beliefs as the traditionalists, belonged to the "Belayev circle." It was named 
after the art patron Mitrofan Belayev who had great wealth and had established 
1 The five stages are: from Tsarist government to revolution (before 1917), War Communism 
(1917-1921), NEP (1921-1928), First Five-Year Plan (1928-1932), Second Five-Year Plan and Lady 
Macbeth incident (1932-36). — 
2 Francis Maes, A History of Russian Music (California: University of California Press, 2002), 178. 
12 
concert series and also a publishing house to support composers) The Belayev 
circle at that time had a dominant influence on the musical scene.* 
‘ On the other hand, the modernists preferred trying new approaches, incorporating 
western European elements within traditional Russian music. The newly rising class 
of entrepreneurs formed an important source of support for the modernists. They 
started to compete with the aristocracy in the sponsorship of art, and they tended 
to sponsor modern art since the aristocracy supported the canonic repertoire 
more.5 The art circle of modernists, known as the Mir Iskusstva (World of Art), 
organized "Evenings of Contemporary Music" in St. Petersburg in 1901. Their 
publication, an art journal known also as Mir Iskusstva (World of Art) was first 
published by Sergei Diaghilev and Alexander Benois in 1898.6 丁 卜 已 丫 ^ere associated 
with the most current trends in contemporary Western and Russian art. They also 
supported the ideology of /'art pour I'ort (art for art's sake), emphasizing an 
apolitical, asocial, aphilosophical, and amoral approach to art/ 
1917-1921: War Communism 
The February Revolution in 1917 brought Tsarist governance to an end. Ultimately, 
Vladimir Lenin (1870-1924) overthrew the Kerensky-led Provisional Government. At 
that time many artists, including Prokofiev, were politically neutral, and they 
g 
stressed the independence of arts from political concerns. 
3 Boris Schwarz, Musk and Musical Life in Soviet Russia, 1917-1970 (New York: W. W. Norton, 
1973),6. 
4 Maes, 202. 
s Maes, 197. 
s Schwarz, 7. 
7 Maes, 201. 一 
8 Schwarz, 10. 
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The early years of the new regime introduced what was known as War Communism 
since a civil war was still in progress. At the beginning of War Communism, no 
specific policy of control with respect to cultural affairs had been made as the 
Bolshevik leaders were too occupied with local and foreign enemies. The main 
problems faced by musicians were the scarce supply of materials and also the 
limited demand for their work because of the disruptions of war and revolutions.® 
The uncertainties of life affected the quality of artistic output. Music at that time 
was treated as a tool to raise the morale and also to entertain the soldiers.^® Many 
artists chose to emigrate to escape from the extremely poor living conditions in 
Russia, and later from the censorship of the government. Prokofiev was one of those 
who left in 1918. 
Despite the rather loose constraints placed on the arts, Lenin did note the 
importance of "insuring artistic continuity and ideological reforms.�ii In order to 
achieve that, he appointed Anatoly Lunacharsky (1875-1933) as the first Commissar 
for Public Education on October 26,1917. His task was to educate an untutored, vast 
mass audience. On one hand, he had to win the confidence of the arts intelligentsia 
when faced with new social responsibilities. On the other hand, he needed to 
convince the political leaders that the support of the arts was an integral part of 
mass education尸 
Lunacharsky had not received professional musical training, but he cultivated a wide 
interest in art. He had studied philosophy and aesthetics at Zurich University and 
9 David MacKenzie and Michael W. Curran, A History of Russia: The Soviet Union, and Beyond, 4th ed” 
(Belmont, CA: Wadsworth Pub. Co., 1993), 498. 
Schwarz, 17. 
11 Schwarz, 11. — 
“Schwarz, 12. " 
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had spent 10 years in western Europe, mainly France, Italy and Switzerland. So he 
had been exposed to the new artistic trends t h e r e ” Lunacharsky first established 
the People's Commissariat of Public Education (Narkompros) in 1917 and 
subsequently led Narkompros in a tolerant way so that music still had a chance to 
develop/^ The organization was responsible for the administration of education 
and the arts, including the maintenance of museums and ancient monuments. It 
comprised subdivisions for the theatres (Teo), Photography and Film (Foto-Kino), 
Literature (Lito), fine arts (Izo) and music (Muzo), which were set up in early 1918.^ ^ 
In the music division, Arthur Louri? was appointed as the chief music assistant. He 
was a composer himself and he had strong ties to modernists. Although he 
introduced aggressive policies which agitated many musicians, Lunacharsky 
managed to control the situation.^® In addition, llya Ehrenburg was appointed by 
the head of Teo, Vsevolod Meyerhold, to run the children's theatre.^^ 
To Lenin, education was of a higher priority than music. He once said that "art may 
come to the people, and the people to art, we must first of all raise the general level 
of education and culture."^® Lunacharsky was responsible for instruction and 
education as well. Music schools for both adults and children, for laymen and also 
for professionals were set up. There were plenty of concerts arranged as well. In 
Larry Sitsky, Music of the Repressed Russian Avant-Garde, 1900-1929 (Westport； CT: Greenwood 
Press, 1994), 2. 
14 For more information about Lunacharsky and his policies made, read Schwarz, 11-15. 
15 Anonymous, "Narkompros," in Art Encyclopedia, http://www.answers.com/toDic/narkomDros 
(Accessed February 15, 2009). 
站 Schwarz 13 Schwarz did not mention specifically what the "aggressive policies" referred to. 
17 I b i d . ‘ 
“Schwarz, 3. Quoted from Kiara Zetkin, Reminiscences of Lenin (London: Modern Books, 1929), 14. 
Originally quoted in Russian in V. Lenin, "O Literature I Iskusstve (Moscow, 1957), 583. 
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1918, Muzo-Narkompros sponsored 106 concerts for the general public in one and a 
half months in Petersburg a l o n e ” 
The control of music by the Bolshevik government gradually began to be 
implemented a year after the Revolution, and it started with cultural institutions. On 
July 12,1918, the conservatories of Moscow and St. Petersburg were declared state 
institutions. Later, the nationalization of the chapel choirs, private music schools, 
publishing houses, printing establishments, libraries, concert institutions, 
instrument factories and archives followed. In addition, the government also asserts 
its direct control over musical activities. Artists were required to obtain permission 
for concert trips. Programmes of concerts were also screened. Reports on any forms 
of musical activities by any personnel related to music such as performers, critics' or 
even teachers had to be filed.^° In 1922, censorship was systematized through the 
foundation of Glavlit, the central censorship authority of Narkompros. ^^  
Nonetheless, although the government controlled music, it did not use it as a 
political tool yet. The Belayev circle still dominated the musical scene with their 
academicism, but many musicians had moved abroad by that t i m e ” 
1921-1928: NEP 
The New Economic Policy (NEP) was introduced by Lenin in March 1921. Although it 
was perceived as a betrayal of revolutionary ideals by die-hard communists, the 
policy was implemented to improve the economic condition of the country by the 
19 Schwarz, 16. 
2�Schwarz, 18-19. 
21 Maes, 238. — 
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encouragement of small-scale capitalism and also the employment of bourgeois 
expertise? 
. Russia was opened to the international world again, with more tolerance for cultural 
exchange and pluralism. Foreign artists were invited to perform in Russia and 
Russian music began to be played in international festivals?* The NEP period was 
hence often regarded as "a pause in the sovietization of culture/'^ However, there 
remained tightened controls on culture locally. The allocation of subsidies was now 
controlled by Party officials rather than by music professionals as before. The 
decentralization of cultural life found in War Communism also came to an end. 
Under NEP, many provincial centers that flourished in 1918-1920 subsequently failed 
to secure their subsidies. Therefore, Soviet culture was centered in Moscow and 
Petersburg once again严 
Looking at the musical life at that time, concerts with serious but less popular 
programmes were not arranged as easily, due to the budget cuts by the government 
of unprofitable ventures. Since the audience was mainly made up of a broader 
spectrum of the urban public, they preferred lighter music such as that heard in 
clubs. This change of taste attracted entrepreneurs interested in profit, which was 
allowed under NEP" All these factors affected the production of music. 
Sitsky, 4. 
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One important development under NEP was the organization of the arts into large 
coordinating societies.^® During the 1920s, two of these distinctive groups became 
competitors. One was the Association of Contemporary Musicians (ACMp and the 
. other was the Russian Association of Proletarian Musicians (RAPM).扣 The ACM was 
founded in 1923 in Moscow, serving for a time as the Russian chapter of the 
International Society for Contemporary Music [ISCM] as well. It promoted 
contemporary works of the Russian modernists and maintained a close link with the 
latest and most advanced Western trends.^^ It rejected the idea that "music was a 
political tool严 Members included Aleksandr Mosolov, Myaskovsky, Prokofiev^^ 
and also Shostakovich. The ACM published the journal Sovremennaya Muzyka 
(Contemporary Music) from 1924-1929, covering national and international music 
news and also presenting their ideas严 The RAPM, growing out of an earlier 
organization abolished by Lenin in 1920, Proletkult (Proletarian Cultural and 
Educational Organization), was also established in the year of 1923. It also had a 
common goal with its ancestor, namely, "to destroy bourgeois culture and to create 
a new culture aimed at the working classes."^^ It rejected the classical masters and 
promoted proletarian ideology. Orkimd (The Association of Revolutionary 
Composers and Musicians), a group that separated from RAPM, was active in 
propagandistic music, but its significance was s m a l l ? … t h e year 1925, another 
association that catered to more professional composers was established at the 
Maes, 245. 
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Moscow Conservatoire. Known as the Production Collective of Student Composers, 
or the Prokoll, it sought to "avoid both the complex modernism of the ACM and the 
simplistic utilitarianism of RAPM, to bridge the gap between 'agitational' and 
'artistic' music严 its members included Alexander Davidenko, Boris Shekhter, and 
also Dmitri Kabalevsky. -
1928-1932: First Five-Year Plan 
This period could be considered a transitional stage. Lenin died rnT924, a^d Joseph 
Stalin (1878-1953) finally rose to power in 1928. The NEP was terminated by 1929, 
and Stalin now implemented the first Five-year Plan； aiming at the "forced 
industrialization" of Russia as well as the "definitive proletarization" of Soviet 
society.^® Under Stalin's rule, art became "a form of social mobilization, a means to 
bind the populace to the regime." Besides； "all art, culture, and morality were to be 
put in the service of building s o c i a l i s m ” � I n intellectual circles, this change in 
political ideology had an immediately observable effect. 
First of all, Lunacharsky, who encouraged a more diverse and free development of 
art, was removed from his position. The Central Committee of the Communist Party 
began making use of proletarian organizations to control all cultural bodies in 
December 1928. ^^  Thereafter, RAPM, which advocated an ideology closely 
associated with proletarian values, gained power quickly. Its biggest competitor, 
Okmid was disbanded in October 1929. Some of the founding members of Prokoll 
部 Schwarz, 5G. 
Maes, 252. 
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like Davidenko, Shekhter and Koval now joined RAPM as well,^ From 1929 to 1932, 
RAPM gradually obtained a monopolistic position over the musical scene. ACM, on 
the other hand； lost its power gradually and was dissolved in 1931. 
1933-1937: Second Five-Year Plan, Lady Macbeth Incident 
While the Party was still investing much in military and heavy industries, it started to 
pay more attention to the social and cultural policies around the mid and late 
1930S.43 RAPM still dominated the musical world, but it failed to prevail in the 
"decisive battles on the musical front." Its members did not have the ability or 
expertise to write large-scale works. RAPM failed to provide enough new and 
up-to-standard compositions to fill the gap of musical output that had resulted from 
the upheaval at the end of the 1920s，Probably due to the poor performance of 
RAPM, the Party decided to employ more "effective" methods. 
On 23 April 1932, a historic Resolution； entitled "On the Reconstruction of Literary 
and Artistic Organizations/' was issued. The party ordered the perestroika, or 
"restructuring" of artistic organizations; all proletarian organizations in literature 
and the arts were to be dissolved. For music, the Union of Soviet Composers now 
became the only body to oversee and centralize musical life/s it was "entitled to 
commission and publish Soviet music or to present concerts."^ The position of this 
Union was strengthened when it began issuing its journal, Sovetskaya Muzyka 
Schwarz, 57. 
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(Soviet Music), in 1933.47 ^^ ^ reports of news abroad became the only source of 
information for local Russian musicians about the international music s c e n e . 
Musicians at first welcomed this change as it ended the domination of RAPM. 
‘ However, composers were frustrated later when they found it difficult to adjust to 
the demands of the regime which the Union enforced.'*® 
Socialist realism was the artistic doctrine of USSR from 1932 onwards.^° It was 
declared in the First Congress of Soviet Writers in 1934 by Andrey Zhdanov, the 
Party's representative； who said that "socialist realism was now the common 
aesthetic of all Soviet writers."^^ Subsequently, it was applied to music as well. The 
basic tenet of socialist realism is that art should be evaluated by its content rather 
than form. In 1933, the Union of Soviet Composers had given an explanation for the 
employment of social realism in music: 
The main attention of the Soviet composer must be directed towards 
the victorious progressive principles of reality, towards all that is 
heroic, bright and beautiful. This distinguishes the spiritual world of 
Soviet man and must be embodied in musical images full of beauty 
and strength. Socialist realism demands an implacable struggle 
against folk-negating modernistic directions that are typical of the 
decay of contemporary bourgeois art, against subservience and 
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Soviet Realism resulted in "a form of provincial conservatism that severed the link 
between Soviet music and international modernism/'^^ Music that was perceived as 
opposing that ideal was criticized as "formalist." The definition of formalism, 
however, was very vague. Music would be condemned as formalism simply because 
it was not Russian-like, or it was disliked by Stalin or the composer was to be 
"disciplined."^^ Prokofiev once said satirically that "Formalism is music that people 
don't understand at first hearing."^^ 
Given this situation, many Russian musicians suffered, Shostakovich among them. 
His opera The Lady Macbeth of the Mtsensk District was seriously criticized by the 
Party in Pravda, the Party newspaper, in an article published on 28 January 1936严 
As Pravda was not a paper that frequently discussed musical matters, the particular 
article on Lady Macbeth indicated that henceforth the arts were to serve the 
State" This event had a great impact on Shostakovich himself, and also other 
composers. Prokofiev was also informed about this event, as well as the changing 
trends of musical styles in USSR. According to Israel V. Nestyev's Prokofiev, 
After the almost continuous praise of modernist critics, who had 
urged him on to bolder and bolder excesses, the composer for the 
first time heard stern voices raised against formalism and in defense 
of the realist principles of music. After studying the newspaper and 
magazine articles, he carefully played through the score of the opera 
Lady Macbeth of Mtsensk in an effort to clarify and judge for himself 
the nature of Shostakovich's e r r o r s ^ 
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There have been suggestions that Prokofiev was politically unaware, but he was 
probably not na錄，at least based on his reactions towards the Lady Macbeth 
incident. 
II. Children, Music Education and the Soviet Union 
In this section, I will discuss the situation of education in Soviet Union, which 
includes the relationship between children, music education and the Soviet Union in 
order to demonstrate the following: how children's music functioned in the Soviet 
society, how children approached it and what the programmatic content of 
Prokofiev's works for children was. 
Music Education and the Soviet Union 
Ever since the Soviets rose to power, the government struggled to transform the 
country, from a feudal monarchy into a modern society. In addition to reorganizing 
the economic and political structures, another important factor to be considered 
when creating a new society and culture, is education, In particular the cultural 
education of children, who are malleable to new ideas and concepts. 
The Party regarded education as the "primary weapon in the struggle against what 
they considered backwardness, especially against traditional influences of religion 
and indigenous ethnic culture/'^^ Education in music was also highlighted. The 
purpose of music education at that time was to advocate the development of 
musical culture in the USSR.^° Music education also functioned as a means to 
Li even, 206-207. 
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strengthen the nationalistic and political feelings of the masses.^ ^ Patriotic songs or 
choral works, in particular, could convey political ideology to the general public, 
while music education in schools also facilitated the implantation of political views 
‘ desired by the party." One lesson per week was allocated to the study of music in 
the planned curriculum in schools. This limited amount of time was not sufficient for 
cultivating the musical interests and abilities of students, but that was not the point 
of the lessons. Rather, music here was used to prove the "superiority of Soviet 
system of life."®^ It was an important part of the Party's strategy. There were also 
special children's concerts in the larger cities, acting as a tool of propaganda.^ 
Music for children was "highly valued at that time, and even composers of the first 
rank took it very seriously严 
The ideological importance of children's music within the Soviet context is evident 
from the fact that the Moscow Municipal Composer's Union had a system of 
defining its creative sections by musical genre, one of which was the Children's 
Music Section，Furthermore, the Children's Music Section was kept as part of the 
all-USSR Composers' Union established in 1939.67 ！ 门 1 9 4 1 , during the Second 
World War (or commonly known as Great Patriotic War in the Soviet Union), the 
categorization of expertise and activity of Soviet composers was disrupted. Similarly, 
in 1943, when the Composer's Union was streamlined, three creative sections (or 
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commissions) remained functioning, and the Children's Music Section was one of 
them. 
Overview of Education from 1920s to 1940s 
After the October Revolution in 1917, a new Marxist-inspired Soviet educational 
curriculum was gradually developed under the direction of the People's 
Commissariat of Education (Narkompros), discussed above? The Church was 
completely removed from the administration of schools. 
As discussed earlier in the chapter, Russia experienced a wave of liberation brought 
about by the NEP during the early 1920s. Since the political structure of Russia was 
not very stable at that time, proletarian thought and socialist realism were enforced 
within education.®® Just as this period represented a time of experiment within the 
arts, there was room for different educational theories to coexist and compete with 
each other too. 
Early in 1923, the Council of the People's Commissars introduced fees at all levels of 
education, violating the free education principle of Communism/" Narkompros set 
a universal and compulsory school curriculum in 1927. At that time, the basic 
structure of a seven-year incomplete primary/secondary schooling and the ten-year 
complete schooling was established.^^ Ideological control over education was 
tightened approaching the late 1920s. The teaching of any religious belief was 
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strictly forbidden after a decree of 8 April 1929 codified the regulations opposing 
t h e religious influences upon y o u n g s t e r s ? 
‘ Following the Seventeenth Party Congress (1934), the Party consolidated the 
principle of socialist realism within the education sector. Schools were to exert the 
influence of proletarian thought on the youngsters, so that they could establish 
Communism within society/^ Education under Stalin became highly regimented, 
ironically resembling aspects of pre-revolutionary schooling. By 1936, all 
non-Marxist ideologies were deemed reactionary; formalist and bourgeois 
educational theories were silenced/^ 
Between 1939 and 1954, the development of education was limited and changes 
were mainly administrative in nature, partly due to the interruption of the "Great 
Patriotic War" {1941-1945)7^ On 1 October 1932, a resolution of the Council of the 
People's Commissars introduced compulsory education from the age of seven, 
instead of eight/® Another major change was the introduction of compulsory 
seven-year education in 1949/7 
Youth Organizations in Children's Education 
In addition to the Soviet school curriculum, the moral and political rearing of 
children was conducted by three youth organizations, namely the Octobrists, the 
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Pioneers, and the Komsomol, that were organized hierarchically in a clear pecking 
order. The Pioneers led the Octobrists, the Komsomol led the Pioneers and the 
Communist Party led the Komsomol/^ These organizations facilitated the process of 
‘ socialization during which the youngsters learnt attitudes as well as personal and 
social values that conformed to sanctioned morality of Marxism-Leninism. They also 
played an important role in helping the schools to strengthen students' discipline, 
tutoring underachieving students and providing spare-time classes on a voluntary 
basis.79 Children and teenagers would join various activities arranged by the 
organizations so that the time they spent unsupervised at home was minimized. 
Not surprisingly, many of Prokofiev's works for children are related to these youth 
organizations, the Pioneers in particular (in Peter and the Wolf, Winter Bonfire and 
On Guard for Peace). Therefore, I will introduce these organizations briefly. 
The Octobrist organization was the fundamental socializing ground for Soviet 
children. Membership was voluntary but strongly encouraged for Soviet students 
aged 7 to 10 {grades 1-3) when they first entered school . By joining the group, the 
children became symbolically the grandchildren of Lenin.®^ The first Octobrists 
appeared in 1924严 The communal activities of the Octobrists were highly ritualistic. 
They met at formal assemblies, participated in official initiation ceremonies, 
receiving badges of a little red star with a picture of Lenin. They sang patriotic songs 
7B George Avis, ed., The Making of the Soviet Citizen: Character Formation and Civic Training in Soviet 
Education (London: Croom Helm, 1987), 138. 
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and learnt about Lenin's life. They were trained and prepared to be future Pioneers' 
as stated in one of the five major rules of the o r g a n i z a t i o n . 
The Pioneer system was formed in 1922 at the Fifth Congress of the Komsomol, 
aiming at implementing political education in school^ The membership grew 
swiftly from 170,000 in 1924 to 13 million in 1949.^ ® Upon the tenth anniversary of 
its formation, the Party issued a decree on April 1932 stating that the main goal of 
Pioneers was "to develop in children a socialist attitude towards learning, labour, 
and communal and practical work/'®^ Upon admission, the 10-year-old pupils had to 
recite the following oath in an official ceremony: 
I, a Young Pioneer of the Soviet Union, in the presence of my comrades 
solemnly promise to love my Soviet Motherland passionately, and to 
live, learn, and struggle as the great Lenin bade us and as the 
gg 
Communist Party teaches us. 
The role of moral education was fully expressed in this oath, as well as in Pioneer 
motto and Pioneer rules. The rules stated that: 
1) A Pioneer loves his Motherland and the Communist Party of the 
Soviet Union; 
2) A Pioneer prepares himself to enter the Komsomol organization; 
3) A Pioneer honors the memory of those who gave their lives in the 
struggle for freedom and for the prosperity of the Soviet 
Motherland; 
4) A Pioneer is friendly to the children of all countries; 
5) A Pioneer learns well; 
6) A Pioneer is polite and well-disciplined; 
The fjve rules are: 1) Octobrists are future Pioneers; 2) Octobrists are diligent children: they like 
the school and respect adults; 3) Only those who like work may be called Octobrists; 4) Octobrists are 
honest, brave, apt, and skilful; 5) Octobrists are friendly children who read and draw, play and sing, 
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7) A Pioneer loves labour and Is careful of public property; 
8) A Pioneer is a good comrade: he cares for the young and helps the 
old; 
9) A Pioneer is brave and unafraid of difficulties; 
10) A Pioneer is honourable and values the honour of his detachment; 
“ 11) A Pioneer hardens himself, does physical exercises every day, and 
loves nature.的 
These rules focused on how children should behave themselves, their relationship 
with other people, the nature and also the authority of the nation. 
The All-Union Lenin Pioneer Organization aimed at developing Communist beliefs 
and collectivism in children's mind. According to the Pioneer rulebook, 
The Pioneer organization together with school, family and community 
trains Pioneers and schoolchildren to be dedicated fighters for the 
cause of the Party, it develops in them a love for work and learning, the 
initial habits of communal living, it helps shape the younger generation 
in the spirit of communist awareness and morality, collectivism and 
comradeship, patriotism, friendship among peoples of the USSR and 
proletarian internationalism. 
In the organization, a Pioneer was part of a link {zveno) of five to twelve classmates 
{depending on the ages of the Pioneers). Every link had a meeting each week, with a 
leader making the arrangements. Three to four links were combined together to 
form a detachment [otryad), that consisted of at least 20 children. All the 
detachments in a school formed the brigade council [druzhina).^^ The brigade was 
directed by the Senior Pioneer leader, or Pioneer commissar. These leaders would 
very likely become a Komsomol official, ensuring a strong link between these 
organizations.^^ 
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The main activities of Pioneers included a physical fitness programme introduced in 
1931, combining individual betterment and civic-mindedness. They had to 
develop physical skills such as running, skiing, swimming and camping. There was 
also training in defense skills such as first aid and shooting. Group singing, dancing, 
excursions and games were also included to build team dynamics and courage. 
Moreover, a wide range of out-of-school Pioneer activities were offered in the 
Pioneer houses and palaces. 
Komsomol was the short form for the All-Union Leninist Communist League of Youth 
{Vsesoyuzny Leninskii Kommunisticheskii Soyuz Mohdfozhf), Its members aged 
from 14 to 28. It was the youth organization closest to the Party. The topmost 
Komsomol Central Committee was directly subordinate to the Party Central 
Committee. Even the local Komsomol was under the local Party supervision.的 It 
also served as an important training ground for future Party members and leaders. 
The membership was more selective than that of the Pioneer，Political education 
was carried out by means of lectures, study groups, wall newspapers and political 
literature.®^ 
Children's Music Education in Soviet Union 
Soviet children did not have much contact with music before they entered school. 
！ 
The most likely medium was through the music programmes broadcast over radio严 
There were regular music programmes as well as some specially designed ones for 
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children.的 Music-making in family circles could also be a source of musical 
impressions. Some families may have possessed musical instruments. However, it 
was generally not common in the typical Soviet family home. The usual musical 
“ activities included singing folk songs or holiday song-cycles in parties or 
gatherings.iQo There were some special concerts for children in larger cities, usually 
informed by political propaganda. Nevertheless, even children from families with 
medium incomes could not attend these free concerts easily due to transportation 
expenses or lack of appropriate clothing.皿 
When the children entered school, they had one lesson of music per week in the 
planned c u r r i c u l u m • � jhe subjects included sight-reading, writing music {notation, 
musical forms and means of expression) and performance of pieces from the 
"classical" music canon and Soviet music, played by solo voice and piano严 Pupils 
also learnt basic biographical facts of some well-known past composers. The whole 
music curriculum was structured with reference to socio-political themes rather 
than music itself. Pupils had to learn many mass-songs about Stalin so that the 
ideology of Soviet patriotism was instilled within them.i以 The real subject of the 
curriculum was not music education, but social or political education. Parents who 
expected to equip their children with appropriate musical training had to send their 
children to specialized music schools, which were mainly situated in large cities/®^ 
的 Further details of radio broadcast will be discussed in the fourth chapter. 
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In addition to the normal music curriculum, there were a variety of out-of-school 
venues and organizations in which children could participate in different musical 
activities. Considering the scope of this thesis, I will only focus on four of these 
organizations: 
a) The Pioneer Palaces and Houses 
The Pioneer Palaces and Houses offered various musical activities for children to join, 
such as ensembles, choirs, music appreciation circles, drama, dance and opera 
groups. These activities were free and available to ail interested children, not just 
Pioneers 严 
b) The Philharmonic Organizations 
The Philharmonic Organizations sponsored many musical activities, including 
chamber music concerts, solo concerts, music-lecture programmes, excursions to 
musical-historical museums and also published several explanatory music books and 
printed programme n o t e s ^ There are numerous branches in schools, factories, 
trade-union clubs, Pioneer Palaces and Houses of Culture•皿 The children's 
department of the Moscow Philharmonic Society sponsored a lecture-concert series 
of seven to eight programmes every year at normal schools. Prokofiev's Peter and 
the Wolf was performed in concerts organized by the Philharmonic Organization as 
well. The programmes were usually around one hour in length, held after regular 
school hours.i�9 
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c) The Union of Soviet Composers 
The Union of Soviet Composers organized an All-Union Committee on 
aesthetic-music education for children and youth, with branches located in all 
chapters of the This committee was responsible for arranging Pioneer 
music meetings and evening concert programmes for youth of specific age groups. 
The audience had chances to attend performances by outstanding soloists, 
conductors and ensembles/^ in addition, there were also music lecture cycles 
delivered by composers and musicologists from the Union. Publications such as 
Music Stories for School Children [Rasskazy o muzyke dlya shkol'nikov) and Pioneer 
Musical Club {Pionerskii muzykal'nyi klub) were also available as a means to 
introduce different compositions and composers尸 
d) The Children's Theatres 
The children's theatres provided another sort of musical entertainment for children. 
The government decided to invest in children's theatres after 1917, when Lenin's 
wife, Nadezhda K. Krupskaya, foresaw the potential of such theatres in building the 
new society's ideals in children's minds/^^ Stanislavsky further suggested a 
children's theatre which would be independent of any adult theatre. Earlier by the 
end of the 1920s, dedicated theatres for children and youth, supported by the state, 
were established in not only Moscow but also other cities in Soviet Union.^ ^^ The 
basic ideology of the government towards theatre for children and youth had 
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Soviet citizen in the principles of Marxism-Leninism. Ideologically correct plays, 
based on fairy tales, folk tales, classical literature or newly written plays, soon 
started to appear严 The idea of a children's theatre aesthetic gradually evolved, 
‘ which "balanced between fantasy and reality, classical humanism and revolutionary 
iclealism."ii6 
In 1918, the Narkompros organized mobile children's theatre performances in 
Moscow, Petrograd and Saratov.^ ^^ The Moscow theatre became a permanent 
venue in October 1918 and was directed by Natalie I. Satz, N. Ya. Efimov, V. A. 
Favorsky, composer A. N. Aleksandrov and ballet-master K. Ya. Goleizovsky.^^® 
Puppet shows, concerts and ballets were presented. Numerous children's theatres 
were subsequently opened in the 1920s and 1930s. In 1936, Moscow's Central 
Children's Theatre [Tsentrarnyi Detskii Teatr), which was found in 1921, moved from 
the Moscow Theatre to Sverdlov Square near the Bolshoi Theatre. It was established 
as a model for the "artistic； pedagogical, and political functioning of Soviet theatres 
for young audiences."^^® Satz, its director, successfully attracted some well-known 
collaborators such as Aleksei Tolstoi, who wrote The Golden Key, a Soviet version of 
Pinocchio. Sergei Prokofiev also had been commissioned to compose Peter and the 
Wolf, which was premiered in the same theatre^� 
Water, 45. 
Banham, 1012. 
117 Banham, 1012. 
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Spectators" (PhD diss” New York Universi^, 1980), 534,768. 
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Summary 
To conclude, the Soviet government regarded children's education as an essential 
means to indoctrinate the future generations of Soviet adults, as demonstrated by 
“ the above examples. Music, being one of the elements in children's education, 
hence served a role by instilling political ideology as well. As a result, an official 
demand for children's music was expected. At the same time, the Lady Macbeth 
incident imposed pressure on composers. They had to compose carefully so as to 
avoid the criticism of formalism. It was in this historical context that children's music 
became a favoured option for Soviet composers. In the following chapter, we will 
examine how Prokofiev's personal concerns, together with the historical context, 
contributed to his decisions of composing children's music. 
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Chapter 3 Prokofiev and his Children's works in the 1930s 
I. Prokofiev's Return to the Soviet Union 
Following his departure from Russia in May 1918, Prokofiev did not return to his 
homeland for nearly ten years. In January 1927, he first returned for a three-month 
tour at which time he worked with Persimfans {Pervyi Simfonicheskii AnsambI), an 
orchestra without conductor. He gave twenty-one concerts in total, and most of 
them were well received/ Encouraged by the warm welcome of the Russian 
audience, he made a few more trips later in the 1930s. The following table lists the 
length of time he spent in Russia from 1927 until his final resettlement there with 
his family in May 1936:2 
Year 1927 1928 1929 1930 1931 1932 1933 1934 1935 
Apr-Jun Apr-Jul, 
Month Jan-Mar / Oct-Nov / / Nov Mar-Oct 
Oct-Dec Nov-Dec 
Duration 3 mths / 2 mths / / 2 wks 5 mths 5 mths 8 mths 
Table 2. Prokofiev's stay in Soviet Union before his permanent return^ 
It can be observed that the frequency of Prokofiev's visits increased gradually before 
his permanent return to Russia, which can be explained largely by the growing 
power of RAPM. This pattern suggests that the process of his return was slow and 
gradual, his actions leading to his final decision revealing, perhaps, a certain 
hesitation on his part. 
There were many reasons for Prokofiev might have rejected the idea of returning. As 
explained in the previous chapter, the Soviet cultural scene was under the pressure 
of increasing censorship. Current government policy also minimized contact 
between Westerners and Soviet citizens, although Prokofiev still had the privilege of 
1 David Gutman, Prokofiev (London; New York: Omnibus Press, 1988), 92. 
2 Harlow Robinson, Sergei Prokofiev: A Biography (London: Robert Hale, 1987), 529-530. 
3 "Mths" stands for months, while "wks"'stands for weeks. 
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traveling abroad as one of the "Soviet Union's leading cultural ambassadors" 
Prokofiev's friend Gabriel Paitchadze, the manager of the Paris office of 井ition 
Russe de Musique, has provided some reasons for the composer's hesitation. He 
said Prokofiev was, personally, already adapted to a Western European lifestyle, 
living with his "European" wife, Una. Moreover, there was also a concern for the 
education of his sons as they had just started their studies in Paris.^ Any of these 
factors could have been strong enough to keep him from returning, yet eventually, 
for unknown reasons, they did not. The currently available primary sources do not 
provide any conclusive evidence, but there has been much speculation about the 
rationale behind his decision and move. 
The "official" explanation is that Prokofiev's homesickness caused him to return, 
which is supported by some of his biographers like Harlow Robinson. Nicolas 
Nabokov, an American composer of Russian origin and also a friend of Prokofiev, 
refers to Prokofiev's Russian-mindedness in his writing, 
He was ... a sincere and instinctive Russian patriot ... a person whose 
political thinking never developed and who, not unlike many American 
artists, believed that his main job was to do his own work and leave 
political matters and entanglements to others ... he remained essentially 
Russian, in his habits, his behavior, and his art， 
Prokofiev did mention his satisfaction with the move to Vernon Duke after his 
decision was made, 
What's more； I have a comfortable flat in Moscow, a delightful dacha in 
the country and a brand-new car. My boys go to a fine English school in 
Moscow ....7 
4 Daniel Jaff? Sergey Prokofiev (London: Phaidon Press, 1998), 138. 
5 Gabriel (Gavriil Grigorovich) Paitchadze to Malcolm Brown, unpublished letter of December 24, 
1962, quoted in Simon Morrison, The People's Artist: Prokofiev's Soviet Years (Oxford; New York: 
Oxford University Press, 2009), 30. 
6 Gutman, 108. . 
7 Gutman, 108-9. 
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This statement suggested that his decision was based largely on his instinct and 
personal intuition—to satisfy his emotional needs and also the desire to have a 
better living environment. This impression is reinforced by Nabokov who also 
pointed to Prokofiev's indifference towards politics, as quoted earlier. Moreover, 
Prokofiev told Duke that, 
I care nothing for politics-I'm a composer first and last. Any government 
that lets me write my music in peace, publishes everything I compose 
before the ink is dry, and performs every note that comes from my pen is 
all right with me . J 
It is impossible to determine whether the composer was telling the truth, but clearly 
he claimed to be apolitical. Daniel Jaff? has suggested in his biography that Prokofiev 
had heard little news about the Soviet Union after the Lady Macbeth incident when 
he returned to Moscow from touring. He seemed to have persuaded himself that 
censorship would not seriously affect his own career? Robinson further concluded 
that Prokofiev's underestimation of the consequences of the move was a result of 
his natural "optimism and naiveteNevertheless, It does not mean that he was 
unaware of the political environment, as evident from his reactions towards the 
Lady Macbeth incident mentioned in the previous chapter. Therefore, it was likely 
that Prokofiev's choice was driven by other concerns. 
One of these concerns was Prokofiev's career. He visited Russia more often starting 
from 1927 partly due to the positive feedback he received from the Soviet public, 
especially after the dissolution of RAPM/^ Strong encouragement from Vladimir 
Potyomkin, a historian who acted as a Soviet ambassador to Paris from 1934 to 1937, 
also led him to the final decision. Potyomkin was at that time inducing prominent 
8 Gutman, 109. 
9 Jaff? 141. 
“Robinson, 319. . 
11 Gutman, 107. 
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Paris-based Russians to resettle in Moscow and Leningrad. He provided Prokofiev 
with many benefits such as "housing, commissions, performances, and income" so 
as to save the need for going on concert tours. Prokofiev could even enjoy those 
privileges before he resettled. A large part of his income in 1935 was from Russian 
sources 尸 ‘ 
Actually, it was not only that the situation in Russia was alluring, but also, that the 
West was discouraging. He was losing his European sponsors/^ He once outlined 
the difficult situation to Duke, "In Europe we all have to fish for performances, cajole 
conductors and theatre directors; in Russia they come to me— I can hardly keep up 
with the demand."" Even in the US, he was not gaining the anticipated success. 
Stravinsky, Prokofiev's main rival as a Russian expatriate composer, always had 
better prospects, and it seemed to Prokofiev that he could hardly develop his 
compositional career further in competition with Stravinsky.^^ Moreover, another 
competitor, Rachmaninoff dominated the musical scene of the US as a Russian 
pianist. He had appeared before the American public nearly ten years before 
Prokofiev first visited there.^® The Soviet Union, where Shostakovich was suffering 
as a result of the Lady Macbeth incident, eventually beckoned to Prokofiev as a land 
of opportunity. He may have believed that the better reception of his music in the 
Soviet Union would compensate for the negative effects of any political oversight 
over the arts. 
“Morrison, People's Artist, 29. 
Robinson, 318. 
“Gutman, 109. 
IS Richard Taruskin, "Art and Politics in Prokofiev/' Society 29, no. 1 (1991): 62. 
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Before and upon his return to Soviet Union, Prokofiev had some changes of thought 
about composition due to the change in political environment and also the rise of 
the realist and formalist labels within that context. He expressed his ideas most 
“ explicitly in an article published in the 16 November 1934 issue of Izvestia (a Russian 
daily newspaper): 
The question as to what kind of music should be written at the present 
time is one of great concern to many Soviet composers ... I believe the 
type of music needed is what one might call "light-serious" or 
"serious-light music." It is by no means easy to find the right idiom for 
such music. It should be primarily melodious, and the melody should be 
clear and simple without however becoming repetitive or trivial ... The 
same applies to the technique, the form- it too must be clear and simple, 
but not stereotyped. It is not the old simplicity that is needed but a new 
kind of simplicity. 
Consistent with this article, he further emphasized clarity and melodiousness in his 
articles and notes of 1936 to 1937/8 He was aware of the government's suspicion 
of formalism and the political incidents that stemmed from it. He actually said that 
"Formalism was that people don't understand at first hearing."^® Therefore, he 
consciously turned to "simplicity/' so that his works were comprehensible to all, 
including Stalin and the regime. As he wrote； 
After Pravda's exposure of the formalistic mistakes in Shostakovich's 
opera, I thought a great deal about my own creative methods and 
arrived at the conclusion that such a path was incorrect. This led me to 
search for a clearer and more deeply meaningful 丨anguage?� 
Prokofiev might not have cared about the politics of the government, but he paid 
much attention to the effect of politics on his own career. 
17 S. Shiifstein, ed., 5. Prokofiev: Autobiography, Articles, Reminiscences (Honolulu, HI: University 
Press of the Pacific, 2000), 99-100. 
18 Israel V. Nestyev, Prokofiev (Stanford: Stanford University Press, 1960), 278. 
“Bor is Schwarz, Music and Musical Life in Soviet Russia, 1917-1970 (New York: W. W. Norton, 1973), 
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It was at this critical moment of Prokofiev's career that he composed his first batch 
of children's works, Music for Children (Op. 65), Peter and the Wolf (Op. 67) and 
Three Children's Songs (Op. 68). Prokofiev had already showed his affinity with fairy 
tales in his very first opera, The Giant (1900), which was composed while still in his 
youth, as well as his other earlier vocal, piano and theatrical works, namely The Ugly 
Duckling (1914), Tales of an Old Grandmother (1918) and The Love for Three 
Oranges (1919).^^ However, these works were not composed specifically for 
children (and hence they are not the subject of this study). The short stories he 
wrote during 1917-1918 were also related to fantastic topics popular with juveniles 
such as a bad dog, a mushroom kingdom, a wandering tower, etc.^ ^ 
Prokofiev's keen interest in tales and stories may be traced back to his childhood. 
Growing up on an isolated country estate in Sontsovka, Prokofiev received French 
lessons from Mademoiselle Robin who used the children's novels of La Comtesse de 
S雋ur, which were standard pedagogical texts for children of educated families in 
Russia and France, to study? Prokofiev's early attempts at writing stories were 
informed by these novels. Aside from the cultivation of an interest in children's 
literature since his childhood, Prokofiev's own family and children may have 
influenced him too. When Prokofiev and his family finally returned to Moscow in 
1936, his elder son Sviatoslav was twelve, while the younger one, 01 eg, was eight?* 
They were at the ages suitable for listening to children's music. Although there do 
not appear to be explicit connections between the geneses of the composer's 
Jaff? 141. 
^ The short stories (five in total) are published in Oleg Prokofiev and Christopher Palmer, Sergei 
Prokofiev Soviet Diary 1927 and Other Writings (London: Faber and Faber, 1991), 183-226. 
过 Edward Morgan, "Recollections of a Collaboration: Natalia Sats and Serge Prokofiev" Three 
Oranges Journal 1 2 ( 2 0 0 6 ) : 1 9 . 一 
Robinson, 330. 
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children's works and his own sons, Prokofiev might very well have drawn inspiration 
from them. 
“ Considering the historical context at that time, a high demand for children's music 
was not surprising. In around 1935 to 1936, children's affairs acquired central 
importance within government circles. Catriona Kelly even described this period as 
the "Stalinist 'year of the child',凸 There was prominent coverage of children's 
issues in major newspaper such as Pravda and Izvestiia}^ Moreover, children were 
much used as icons for propaganda. Starting from 1934, pictures of Stalin began to 
appear more frequently in the Pioneer press.^ ^ The image of Stalin with a small 
child was first seen in Pravda on 29 June 1936, when Stalin took a photo with a little 
girl called Gelia Markizova from the Buryat-Mongol Republic.^® It signified the 
leader's warm care of the children. Considering the Soviet ideology, children 
constituted an important audience for the arts since they were the country's hope 
of the future, and hence, they needed an all-round education that included the 
arts.29 In response to this need, the government invested much in children's 
education and entertainment during that time. Various events such as film showings, 
symphonic concerts, opera performances and theme days were regularly organized 
for children.扣 Prokofiev was certainly aware of that and had expressed his 
admiration for the Soviet Union's achievements in childhood education and 
^ Catriona Kelly, "At Peace with the Wolf? Prokofiev's "Official" Soviet Works for Children/' Three 
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healthcare.From the above evidence, we can observe a close connection 
between the regime, children and their education during that time. 
II. Prokofiev's Children's Works in the 1930s 
Music for Children (Op. 65) 
in the summer of 1935, Prokofiev stayed in a little cottage in Polenovo near Tarusa 
(140 km south of Moscow), composing with satisfactory progress尸 The works 
composed included the ballet Romeo and Juliet, parts of the Second Violin Concerto 
and his first children's work Detskaya muzyka ["Music for Children," Op. 65). Music 
for Children was commissioned by the Soviet publishing house Muzgiz严 By autumn, 
he had finished and published the twelve small piano pieces in this volume. The 
musical style and scale of these pieces are close to his earlier piano miniatures, such 
as the early piano pieces (0pp. 2, 3) and Tales of an Old Grandmother {Op. 31). The 
next year, Prokofiev premiered the work himself at a concert for children on 
Aprilll.34 Some of the pieces such as Morning, The Rain and the Rainbow, March of 
the Grasshoppers and The Moon Strolls in the Meadow, were performed shortly 
thereafter by the composer with his other children's works Peter and the Wolf and 
Chatterbox on 5 May 1936 as well.^^ The basic information about the twelve pieces 
is summarized below: 
31 Mann, 19. 
Nestyev, 260. 
David Nice, Prokofiev: From Russia to the West, 1891-1935 (New Haven: Yale University Press, 
2003), 332. 
^ "Music for Children Op. 65/' The Prokofiev Page, 
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His Critics, and His Executioners (New York: Funk & Wagnalls, 1968), 204. Moscow Daily News 
provides extra information about the pieces performed that night. 
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Name Tempo Key Structure Subject 
1 Morning Andante Tranquilio C major ABA L 
2 Promenade Allegretto C major ABA I 
‘ 3 A Little Story Adagio A minor ABA E 
4 Tarantella Allegro D minor ABAz D 
5 Regret Moderate D minor ABA'z E 
6 Waltz Allegretto A major ABA' D 
7 March of the Allegro B-flat ABA E 
Grasshoppers major 
8 The Rain and the Rainbow Andante C major ABA' L 
9 Playing Tag Vivo F major ABA'z I 
10 March Tempo di marcia C major ABA D 
11 Evening Andante teneroso D minor ABAz L 
12 The Moon Strolls in the Andantino D major ABA' L 
Meadow 
Table 3. Summary of the twelve pieces in Music for Children 站 
(Note: 1. "Subject" column: L=Landscape, l=lmpression of childhood, E=Childhood 
experience, D=Dance; 2. "Structure" column: "i" =codetta; 3. "Name" column: The 
movements in boldface were selected to be orchestrated in the later piece, A Summer Day.) 
Israel Nestyev has speculated that Prokofiev composed Music for Children so as to 
relieve the stress accumulated from writing other large-scale works at that t ime? 
The "large-scale" works he referred to were most likely Romeo and Juliet and the 
Second Violin Concerto in G minor. The ballet project was initiated in the fall of 1934 
and he worked on the music extensively in the summer of 1935严 The Second 
Violin Concerto was completed in August 1935, around the same time as Romeo 
and Juliet}^ Therefore, Prokofiev was having an understandably busy, and very 
Note: 1. "Subject" column: L=Landscape, Mmpression of childhood, E=Childhood experience, 
D=Dance; 2. "Structure" column: "z" =codetta; 3. "Name" column: Movements in boldface were 
selected to be orchestrated in the later piece A Summer Day. 
“Nestyev, 260. 
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likely stressful schedule that summer. Robinson has another suggestion that 
Prokofiev's motivation stemmed from two factors. First, it was Prokofiev's love for 
fairy tales and his "unique understanding of children," which equipped him with the 
creative interest to write for young audiences.^ Prokofiev's affinity for children's 
tales needs no further explanation, as I have already discussed. Second, the market 
demand for such music was also behind Prokofiev's choice. Robinson even mentions 
some unreferenced opinions that Prokofiev might not have produced so many 
children's compositions if he had remained in Paris, since he was a market-oriented 
composer,i Indeed, there was a high demand for children's music in the Soviet 
Union at that time, as mentioned above, thereby explaining the commission offered 
by Muzgiz. Therefore, the extensive propaganda of the Stalin cult aimed at children 
may have impelled Prokofiev to write music for children. I would further suggest a 
factor: Prokofiev's visit to the Moscow's Central Children's Theatre may have 
inspired him, suggesting the possibility of composing children's music. Robinson's 
description of Prokofiev's first visit to the theatre appears to have been sometime in 
June of 1935, which was close to the time (summer of 1935) when he started to 
compose Music for Children，之 The operas for children and other works presented 
by the theatre could very likely have motivated him to accept the commission and 
compose music for children. 
Despite the composer's interest in the theme of childhood, Michel Dorign? another 
of Prokofiev's biographers, stated that Prokofiev had little passion for pedagogy.''^ 
Robinson, 306. 
41 Robinson, 306-307. 
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Usually, works written for children were linked to a particular educational purpose, 
yet this may not be the case for children's works by Prokofiev. Given its title, Music 
for Children was undoubtedly intended, at least in part, for children to perform, yet 
not necessarily to teach them specific piano skills. 
Therefore, it is understandable why Music for Children does not fit (it was not meant 
to fit anyway) easily into the category of pedagogical repertoire for piano so well. 
Blok recounted that the work was not immediately placed either within the 
standard concert repertoire or within pedagogical literature, partly due to its novel 
harmony and unconventional pianistic idioms, even though Music for Children is 
already comparatively simple and "conventional" when placed among Prokofiev's 
piano works as a whole,* Prokofievian chromaticism, which was often regarded as 
a "wrong notes" style by later theorists, was rarely found in other children's works of 
the time. Some of Prokofiev's pianistic idioms were also atypical, such as wide leaps, 
the distance between the two hands (e.g. Morning) and the overlapping of two 
hands (e.g. The Rain and the Rainbow). The latter feature, which continued to be an 
important visual characteristic of Prokofiev's own performance on piano, was 
evident already in his earliest piano works (the first sets of Pesenki) composed in his 
yoLith.4s Aside from the above comments, there were also criticisms that the 
Tarantella was too difficult and that Playing Tag was unsuitable for the piano. 
Teachers also rejected the work because of its violation of conventional practices of 
classroom piano-playing/® Tarantella and Playing Tag may seem difficult for 
children due to their fast tempi, the density of notes and the richness of 
Vladimir Blok, "Prokofiev's Music for Children" in Sergei Prokofiev: Materials, Articles, Interviews 
(Moscow: Progress Publishers, 1978), 130. 
Christina K. Guillaumier, "The Giant and Other Creatures: Prokofiev's Childhood Compositions," 
Three Oranges Journal 20 (2010): 32. ^ 
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chromaticism. However, Prokofiev apparently had considered the technical demand 
of his pieces; he did add fingerings, particularly to Playing Tag, as seen early in his 
autograph manuscript and also the published score, so as to facilitate p r a c t i c i n g / " 
Despite all the unusual features found in Music for Children and criticisms, Nestyev 
reported that it was rather popular, with hundreds of children in the music schools 
of the Soviet Union learning the March, Waltz, A Little Story and other 
movements. 
In general, the pieces were organized by contrasting tempi and hence, to a certain 
degree, by mood as well. Occasionally, there were lengthier pieces interspersed in 
between {Waltz, Playing Tag and Moonlit Meadows). All the pieces are in ternary 
form, and some have a short concluding coda (e.g. Tarantella, Regrets, Playing Tag 
and Evening). The A and B sections are always clearly distinguished by rests, a 
change in texture and tonally closed ending. Occasionally, a change of key occurs in 
B sections. These features allowed young audiences to easily differentiate and 
appreciate the contrast of different musical materials. 
Curiously, Prokofiev once stated that "My old love for the sonatina form helped me 
to convey the true flavor of childhood."^® Blok further cited Prokofiev's own words 
to explain his affinity for sonatinas: "Sonatinas always attracted me: I liked the idea 
of writing a very simple piece of music in such a superior form as the sonata."^° 
However； Prokofiev did not truly use a traditional sonatina form: a "light" sonata 
47 "Music for Children, Op. 65 Reel 5/ 301-400 /D29-033." The Serge Prokofiev Archive at Goldsmiths 
College Library, University of London. (This is a draft of the score, with frequent deletions and 
rearrangement of sections). 
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form with extremely short or even no developmental section.^^ His A and B sections 
are tonally closed, distinctive and separated from each other, similar to his 
contemporaries' works, such as Bartok's Sonatina (Sz.55). What he associated with 
"sonatina" here was more the idea of simplicity and lightness than the formal design 
of the work. 
The key most commonly used is C major, "the white key" which was Prokofiev's 
favorite尸 Other pieces use keys that have as few sharps or flats in key signatures as 
possible. A major is the farthest point from C major. Although a short B-major 
passage is indeed used in March of the Grasshoppers, it is temporary and relatively 
easy to play. Prokofiev probably had considered the ability of the child players, and 
such choices lessened their burden in learning the music. Similarly, frequent 
changes of key signatures, and hence tonal centers, which are common in his other 
works, are also absent here. Key signature changes do occur once in four of the 
pieces {Tarantella, Waltz, Evening and Moonlit Meadows), yet the original key 
returns rather quickly. Modulation can be an indicator of the start of B sections, yet 
not all of the modulations coincide with the structural design. In March of the 
Grasshoppers, the B section begins much earlier than the modulation and it 
continues even after the return of the original key. 
The piano pieces in Prokofiev's Music for Children were given descriptive titles 
related to childhood, similar to Schumann's Kinderszenen and Tchaikovsky's Album 
for the Young. Some relate to scenery and landscapes {Morning, The Rain and the 
SI "Sonatina." In Grove Music Online. Oxford Music Online, 
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Rainbow, Evening and Moonlit Meadows), childhood experiences [Promenade, 
Regrets, Playing Tag), and impressions of childhood {>4 Little Story and March of the 
Grasshoppers). Part of Prokofiev's inspiration was from the beautiful landscape 
along the river Oka at Polenovo, in which "in the evenings [he] often watched the 
moon floating over the fields and meadows."^^ There are also dance pieces 
including Tarantella, Waltz and March. The four different types of pieces appear by 
turns, providing varied interest to the performer as well as the audience. Despite the 
seeming randomness of the subject of each piece, this suite is organized with a 
temporal 什amework, provided by the "landscape pieces." It begins with Morning, 
going through The Rain and the Rainbow, reaching the Evening, and finally ends at 
night with Moonlit Meadows. 
Indeed, the landscape pieces are similar to one another: they are all labeled 
Andante and have a lyrical character, vividly depicting the natural scene. For 
example, in The Rain and the Rainbow, Prokofiev used repeated notes and note 
clusters to depict the raindrops, which are contrasted with the rainbow, represented 
by the long lyrical line in high register. 
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Fig. 1 Rain depicted in The Rain and the Rainbow, mm. 1-8^ 
S3 Shiifstein, 88. -
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Fig. 2 Rainbow depicted in The Rain and the Rainbow, mm. 13-16" 
Aside from the opening piece. Morning, ail the other landscape pieces begin in a 
high register, with both hands playing above middle C. The sense of lightness 
produced by the high register, together with the soft dynamic, flowing melody and 
transparent structure, creates a tranquil atmosphere. 
There are a number of animated and witty pieces, such as March of the Grasshopper 
and Playing Tag. Their liveliness, characterized by vivid rhythmic patterns, portrayed 
the happy impression and experience of childhood respectively. In March of the 
Grasshopper, a dotted rhythmic motive was used to suggest the movements of 
grasshoppers. 
S J f ; ^ � i 厂‘‘ ^ ^ ^ ^^ 
Fig. 3 Excerpt from March of the Grasshoppers, mm. 16-24 
Prokofiev depicted the chase in Playing Tag with fast scale-like ascending and 
descending melodic figures. The left hand occasionally crosses over the right hand； 
suggesting that one chases after the other. 
ss Album of Easy Pieces by Modern Composers for the Piano, (Melville, NY: Belwin Mills, [197-?]), 92. 
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Fig. 4 Excerpt from Playing Tag, mm. 1-8 
Aside from the typical portrayal of childhood, Prokofiev also included a 
psychologically reflective piece, Regrets, near the middle of the set. This depiction of 
more "sophisticated" emotions was not common in children's repertoire. However, 
the mournful melody recurring in the piece readily transmitted the feeling of 
remorse. At the climax of the piece, a texture of up to four voices is used (which was 
rather rare in the suite). The relatively complicated layer of voices further reinforces 
the complex emotion. Regrets is one of the more difficult pieces to play. In addition 
to the interpretation of emotional expressions, the performer has to cope 
technically with two musical layers in each hand. 
. • •i^ S-'.'* 
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Fig. 5 Excerpt in Regrets, mm. 33-36^ ® 
The dance pieces all process typical features of their respective genre, such as the 
strong regular rhythm provided by the walking bass in March and the common 
tarantella rhythmic combinations of long-short and short-short-short 
( " g J r^J in Tarantella. The Waltz is typically Prokofievian; he 
often plays with expectations both of tonality and register. The main theme is in A 
56 Album of Easy Pieces by Modern Composers for the Piano, (Melville, NY: Belwin Mills, [197-?]), 86. 
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major, which is answered by its inversion, partly transposed to E major by the 
occasional sharpening of the subdominant, D. In its reappearances, the main theme 
is broken up into smaller units, which are placed in a register that is sometimes 
higher and sometimes lower than expected. The hilarious effect that is produced 
seems to mock the elegant waltz tradition. 
Music for Children was returned to in different ways later in Prokofiev's career. 
Seven of the pieces were orchestrated as an orchestral suite, A Summer Day, which 
will be discussed shortly. Waltz and Evening were reused in his ballet Tale of the 
Stone Flower, composed between 1948 and 1953, and the main theme of Evening 
became the leitmotif of the heroine Katerina in that ballet.^^ It can be seen that the 
musical ideas in the seemingly simplistic piano pieces were indeed sophisticated 
enough to be used in larger genres for adult audience. In the summer of 1952, the 
State Music Publishing House was planning to publish a three-volume edition of his 
piano works. Prokofiev was highly selective about which pieces to include, and he 
left out around half of each opus of his earlier works. For Music for Children, he 
chose all but three movements, Tarantella, March of the Grasshoppers and Playing 
This might reflect the importance of these children's pieces in his mind. 
To summarize, although the pieces in Music for Children are seemingly short and 
relatively easy to play, each exhibits a unique musical quality and portrays different 
subjects. Prokofiev managed to instill his ideas in a concentrated yet simplistic 
manner, so that children can easily learn to play and appreciate the music. 
“ B l o k , 128. 
Nestyev, 436. Tarantella and Playing. Tag were not selected probably due to the comments that 
they were not suitable for piano, as discussed above. 
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Summer Day (Op. 65b) 
Five years after the publication of Music for Children, Prokofiev selected seven 
pieces and rearranged them for a small orchestra, which consists of double 
woodwinds, double horns and trumpets, strings and percussion. The resulting work 
was called Summer Day (Op. 65b) since "the first part is called Morning and the part 
before \Bst—Evening," as the composer explained.^® It consists of the following 
movements (given in order) Morning, Playing Tag, Waltz, Regrets, March, Evening 
and Moonlit Meadows. The positions of the interior movements were arranged 
differently from their order in the piano version, but the alternation of fast and slow 
movements basically remains the same. Summer Day was premiered much later on 
Jan. 1, 1946, conducted by Abram Stasevich on a radio broadcast®°and was 
published with the help of Levon Atovmyan.^^ 
The difference between Music for Children and Summer Day is that the latter does 
not involve questions of technical difficulties since it is for children to appreciate, 
rather than to perform. Therefore, Prokofiev had greater flexibility in presenting his 
musical ideas. He also had a wider choice of timbral colors as well. Nonetheless, this 
orchestrated version was much less popular than the piano one." in a record 
review of Time magazine published on 21 January 1948, the author tellingly 
commented that "this suite loses some of its charm in orchestration, even though it 
was the composer himself who orchestrated it."®^ 
Blok, 130. 
"Summer's Day Op. 65b", The Prokofiev Page, 
http://www.prokofiev.org/catalog/work.cfm?WorklD=2 (Accessed May 4, 2010). 
Nelly Kravetz, "Prokofiev and Atovmyan: Correspondence, 1933-1952," in Sergey Prokofiev and His 
World (Princeton: Princeton University Press, 2008), 232. 
62 Blok, 130. 
"Music: New Records, Jun. 21,1948," in Time, June 21,1948, 
http://www.timexom/time/magazine/articleA),9171798787.00.html#ixzzlHsmiwUvB (Accessed 
March 11, 2010). 
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Blok has proposed three explanations for this phenomenon. First of all, he 
suggested that solo instrumental music could reach a large number of performers in 
•‘ a shorter time when compared to an orchestral work. This argument is not solid 
enough though, since much orchestral music can reach the audience quickly as well, 
depending on the method of dissemination. Another reason may be the reduced 
number of movements, in which some charming excerpts were excluded (like the 
energetic and ingenuous Tarantella and March of the Grasshoppers). Finally, Blok 
points to what is possibly the most important factor for the work's limited appeal, 
the style of orchestration. He commented that "the orchestral colors might have 
been even more vivid and original严Nestyev has made an even harsher criticism 
saying that the music had "a rather heavy qual ity^ 
Indeed, some movements {Morning, Waltz, Regrets and Moonlit Meadows) are 
cumbersome, as observed from their tempi and orchestration. Although Prokofiev 
did not increase the number of measures for the orchestral version, some 
movements are significantly lengthened in performing time when compared to their 
counterparts in the piano suite. They are slowed down mainly by the insertion of 
dense accompaniment figures, which greatly impedes the flow of the melody. In 
Regrets, each crochet of the melody is accompanied by eight demisemiquavers in 
the violin part. A similar case is found in Moonlit Meadows, where one quaver is 
placed against a triplet of semiquavers played by strings. Concerning the orchestral 
style, L. Gakkel, whom Blok quotes, commented that Prokofiev's orchestration was 
“Blok , 131. . 
® Nestyev, 263. 
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influenced by his "piano-composing t e c h n i q u e s b u t Blok does not explain 
Gakkel's opinion in detail. Nonetheless, there are places in Summer Day in which the 
pianistic idiom cannot be transferred effectively into the orchestra. At the beginning 
•‘ of Regrets, the flow of the movement becomes stagnant when the repeated notes in 
melody and accompaniment are played by the strings since string instruments need 
time to produce a deep and round sound for repeated notes. 
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Fig. 6 Regrets in Summer Day, mm. 1-7" 
As a result, the movement has to be played much more slowly than the original in 
order to bring about the somber emotions. The dragging effect is more obvious in 
the lower register, where Prokofiev varied the pattern of accompaniment by 
introducing groups of tremolo-like semiquavers which further added weight to the 
piece. Such a pattern of repeated notes would not cause the same problem on piano, 
due to its percussive nature. 
Despite the occasional defects of "heaviness/' some movements became more 
poetic and vivid after orchestration. The fanfare quality of the March is 
strengthened by the use of brass instruments and percussion. At the beginning of 
Blok, 131. Blok did not provide the source of Gakkel's comments. 
67 Sergei Prokofiev, Summer Day Suite: (Music for Children) For Small Orchestra: Op. 65a (New York: 
Leeds, 1948), 41. 
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Morning, the C major triad is enhanced by a richer bass sonority of broad chords, 
which was not possible in the original piano version, due to the consideration of the 
size of children's hands. 
A n d a n t e t o t n ^ l M o p . • “ - 二 
f i ! I ' " I j . 工 “ � [ � I - ^ i d ^ � 
Fig. 7 Morning, mm. 1-3, piano score marked with ideas for its orchestration by 
the composer.®® 
Moreover, the opening two chords are sustained for the whole measure in the 
orchestral version, enriching the texture. This would not be desirable to execute on 
piano, since the melodic motive in the second half of the measure would not be 
clearly articulated, if the first two distant chords are sustained by pedals. 
Summer Day did not possess any obvious pedagogical goal, unlike its predecessor, 
Peter and the Wolf. However, Prokofiev might have had similar thoughts in his mind, 
as is evident from his frequent change of timbral colors. In Waltz, each small unit 
from the main melodic motive is taken up by different instruments, which might 
amuse children and engage their interest in knowing more about the timbres of 
orchestral instruments. 
^ "Music for Children, Op. 65 1929-1-133," The Serge Prokofiev Archive at Goldsmiths College Library, 
University of London. (The autograph includes a printed version of the score, with the composer's 
hand-written markings which suggested the way of orchestrating the music) 
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Fig. 8 Excerpt of the main melody in Waltz of Summer Day, mm. 41-45 
In any case, the fast switching between musical events suits child audiences well 
since they have relatively shorter attention spans. This device can maintain their 
interest in the music. Furthermore, the duration of the whole suite was limited to 16 
minutes, which is close to but still shorter than the piano version. Such a length is 
quite suitable for an instrumental work for children that lacks the "guidance" of 
narration. In addition, each movement does not take more than three minutes to 
play. It seemed that Prokofiev had considered children's needs quite thoroughly. The 
concern with time may also explain why Prokofiev left out quite a number of pieces 
in Music for Children for orchestration. 
To conclude, Prokofiev's idea of "childhood" was manifested in his first children's 
work through the "new simplicity/' particularly in melody and form. His musical 
ideas are presented in a condensed while readily comprehensible way. Yet despite 
its simplicity, it is neither n a ^ nor trivial. 
57 
Peter and the Wolf 
Within a year after Music for Children, Peter and the Wolf was commissioned by the 
Central Children's Theatre in Moscow as a new musical symphony for c h i l d r e n , ® 
“ The purpose was to "cultivate musical tastes in children from the first years of 
school, a love for and an understanding of music" according to Natalia Satz, the 
director of the theatre and the collaborator of this work7° It was likely that the 
commission and the idea attracted him, since Prokofiev accepted this commission 
despite an "embarrassingly modest fee/'^^ Prokofiev's exact intention in composing 
this work, however, was never clearly explained. In his autobiographical notes he 
stated, 
There was a big demand for children's music and in the spring of 1936 I 
started a symphonic tale for children entitled Peter and the Wolf, Op. 67, 
to a text of my own. Every character has its own motif played each time 
by the same instrument: the duck was played by the oboe, the 
grandfather by the bassoon, etc. Before each performance the 
instruments were shown to the children and the themes played for them; 
during the performance the children heard these themes repeated 
several times and learned to recognize the timbres of the different 
instruments. In this lay the educational purpose of the fairy-tale/^ 
The "big demand" Prokofiev observed was very likely the government's emphasis on 
children's education and welfare during the spring of 1935 to that of 1936 as 
discussed earlier. He might also refer to the demand of the Central Children's 
Theatre as well. 
However, it has been suggested that there was another Intention, namely to avoid 
political censorship/^ The scandal over Shostakovich's Lady Macbeth had alerted 
T®' Seroff, 201. 
T '�Blok , 132. 
丁71 Jaffe, 141. 
Prokofiev, Soviet Diary, 300. _  
丁73 Seroff, 200. 
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the Soviet musical community that the Party now was exerting its control over 
musical works. Prokofiev had just returned to Soviet Russia so it was possible for 
him to compose Peter and the Wolf as a test of the reaction of the government and 
also the tastes of the Soviet audience at that time. Scholars have speculated over 
Prokofiev's true intention in various ways. Harlow Robinson commented that 
Prokofiev's motivation was to "seek escape in a bright and carefree world of 
childhood summer and crafty animals/"^ Kelly raised a similar question about 
whether "writing for children have been for him [Prokofiev], as for so many creative 
artists in repressive societies, a way of escaping from self-censorship, of the 
self-imposed pressure always to be serious and meaningful." She suggested that 
there were periods in Soviet history (1932-40,1960-70) during which art for children 
offered an escape for those engaged in imaginative work, since non-traditional 
presentation methods were only tolerated if the expected audience was children/^ 
David Gutman provided one more reason for Prokofiev's "escape": the failure to 
secure a production of Romeo and Juliet gave him time for other "deliberately 
approachable" commissions. He described Prokofiev's compositions written 
around that time as "short, deliberately approachable works, many of them 
designed for children/' Victor Seroff agrees with Gutman. that Prokofiev's act of 
writing something for children at that time could be regarded as "safe ground/'" 
They both agreed that the political environment indirectly led Prokofiev to compose 
the work. It is not possible to confirm Prokofiev's intentions given the limited 
primary sources in relation to this work. Nevertheless, the complex political 
74 Robinson, 319. 
Kelly, 7. 
76 Gutman, 121. „ 
77 Seroff, 200. 
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background of the composition should not be neglected just because It is a 
seemingly simple children's work. 
Concerning the genesis, it was the incidental acquaintance of Prokofiev with Natalia 
Satz (1903-1993) in 1935 that led to this collaboration/® Satz was an actress and 
member of the theatre administration at the Moscow Theatre for Children. 
Prokofiev attended a performance there of an opera for children by Leonid 
Alexeevich Polovinkin (1894-1949), O Rybake I o Rybe [About the Fisherman and the 
Fish], along with his wife Una and their two sons/® At that occasion, Satz was first 
introduced to Prokofiev. The Moscow Theatre for Children was later allocated 
another building, Nezlobin's Theatre； on March 5, 1936. The first concert for 
children in it was on 26 March 1936, and introduced symphonic works to children. 
The first half of the concert included Tchaikovsky's orchestral suite from his ballet 
The Nutcracker and some new compositions by Soviet composers such as Liadov.®° 
The second half was composed of songs written by Polovinkin. After that event, Satz 
approached Prokofiev with an idea for her theatre: "We have had a series of 
successful concerts 'Getting to know the instruments' ... What if we were to use 
words, not only to introduce the concert, but combine them with orchestral music 
so that the words accompanied and commented upon it in a form that children 
would find attractive?" Hence, she suggested the idea of writing "a symphonic fairy 
tale with the musical development accompanied by, guided by, narration."^^ 
Blok, 132. Satz was the daughter of Ilia Alexandrovich Satz (1875-1912), house composer of the 
Moscow Art Theatre in its early formative years. Early in 1918, Satz already had conceived the aim to 
educate children by bringing music and drama in an educational context. For more information about 
Satz, read Edward Morgan, "Recollections of a Collaboration: Natalia Sats and Serge Prokofiev/' Three 
Oranges Journal 12 (2006): 11. 
Morgan, 11. 
8� Ibid. „ 
Jaff? 141. 
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Satz's idea of a "fairy tale" was probably close to what the children's writers 
(especially Samuil Marshak) advocated at that time； a genre known as the "Soviet 
“ fairy tale" {sovetska'ia skazka), which was officially approved at the First Congress of 
Soviet Writers in 1934.^ ^ The "Soviet fairy tale" embraced topical issues (political 
ones in particular), but presented them in a way appealing to children.®^ Therefore, 
a skazka should have "a recognizable and inspiring hero, a simple and 
easily-followed plot, straightforward character motivation, and entertaining 
incidentals/'®^ Peter and the Wolf not only fit this requirement, but also suited the 
musical requirements of the Central Children's Theatre. Polovinkin, a composer of 
operas for children and the musical director of the theatre, said not long before 
Peter and the Wolf was composed that, "For our theatre we always try to have 
music with vivid, impressive imagery, a dramatic plot, a definite melodic and 
rhythmic pattern, a wealth of constructive elements, and last but not least- colourful 
and expedient orchestration严 
Work on the composition progressed with considerable speed. Prokofiev came up 
with some basic ideas for the piece and discussed them with Satz a few days later. At 
one point, when Satz hesitated to suggest the "banal" idea of using flute to depict 
the bird, Prokofiev responded by saying that "The flute has to be a bird. There's 
nothing wrong in making use of children's simple ideas. The main thing is to find a 




ss Blok, 142. .. 
站 Morgan, 12. 
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regardless of the criticisms he might e n c o u n t e r " Prokofiev decided to provide the 
narration himself as well, which was first called "Petya Fooled the Wolf." He did so 
because the young poet, Nina Sakonskaya, originally hired by Satz for writing the 
text, failed to satisfy P r o k o f i e v . ^ The piano score and the text were finished on April 
15, 1936, completed in a week's time.®® The story was about a Pioneer, Peter, who 
acts against the advice of his grandfather so as to catch the wolf using his wits and 
send It to the zoo with the help of the hunters. When Prokofiev first played the 
piano score at the theatre in front of the children, the children were extremely 
attentive, and he had to perform the final March three times. Prokofiev finished the 
orchestration on April 24. 
The premiere was on May 2 and took place in the Central Children's Theatre in 
Moscow，It so happened that Satz could not read the narration at the premiere as 
scheduled due to sickness.®^ The substitute narrator, Ganechka Bobrova®^ was less 
prepared and less familiar with the piece.的 Therefore, it has been suggested that 
this was the reason why the performance was only received with "moderate 
enthusiasm."®^ According to Prokofiev, the reception was "rather poor and (the 
piece) failed to attract much attention."的 Nonetheless, the performance arranged 
for visiting journalists and dignitaries in July at the Central Pioneer Palace was 
“Indeed, Alexander Goldenweiser (1875-1961) commented on the performance on 5 May that "I 
think that if the musical treatment of the tale were to consist principally of song and dance, and not 
attempts (albeit frequently successful) to reproduce sounds (he was referring to the imitation of 
sounds, like the song of the bird), the music effectiveness would be considerably greater. 
See Morgan, 31. 
8B Seroff, 203. Prokofiev criticized her text for having "far too many rhymes". 
Nestyev, 282. 
90 
There are inconsistent records about the premiere date of Peter and the Wolf. See appendix I 
She gave her first performance of Peter and the Wolfst the performance on 5 May eventually. See 
Morgan, 12. 
Morgan,14. 
S3 Robinson, 323. 
M Robinson, 323. — 
Gutman, 123. " 
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successful. Prokofiev's wife and children were also in the audience for that 
p6rform3nc6.9e 
'' Although Peter and the Wolf has become widely popular today, its early 
performances received a mixed reception. Boris Asafyev praised the work 
enthusiastically: "do we not have here the elements of a new Soviet symphonic style 
free from both intellectual self-analysis and a tragic view of reality?"®^ However, 
Alexander Goldenweiser, on the other hand, criticized the mismatch of musical and 
literary content, since the music was for children no younger than twelve to 
fourteen while the subject matter was for children of about six to eight. Moreover, 
he believed that the music of Peter and the IVo//should not merely imitate sounds, 
but to "infect" the audience with emotions and ideas.朋 
Described as a "symphonic tale" by Prokofiev, Peter and the Wolf has two main 
components: the tale, i.e. the narration, and the symphonic elements. Prokofiev 
provided the narrative himself after discussions with Satz, as mentioned earlier. For 
Satz, the tale functioned more as a pedagogical tool. She said in her book Children 
Come to the Theatre that "It was not the music that had to illustrate the tale, but 
the tale had to teach children how to listen to music ... How well the composer 
succeeded in combining the concrete images and the fairy-tale plot with the 
continuous development of the musical idea!〃的 With respect to the music, the 
most representative feature is the highlighting of different instruments and musical 
Jaffe, 143. 
97 Original text is from Essays on Soviet Musical Works (Moscow, 1947), 77, quoted in Nestyev, 282.. 
郎 Morgan, 31. 
Blok, 141. ' 
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themes to depict the different characters and their actions in the s t o r y / � � T h e work 
was intended to be pedagogical, introducing different orchestral instruments to 
children. 
This work can be divided into three main sections considering the narrative and the 
musical materials used.皿 The first section (rehearsal numbers 1-14) introduces the 
characters Peter, the bird, the duck and the cat, followed by short episodes of the 
interaction between these characters. The main tonal areas are the major keys of C, 
A-flat, F and G, which emphasizes third or fifth relations. In the second section 
(rehearsal numbers 15-27), the grandfather and the wolf, the only two characters 
with themes in minor keys, are introduced. Here transformations of earlier themes 
/ 
can also be observed (e.g. the cat and the bird). The story is about the wolf hunting 
the duck. The final section {rehearsal numbers 28-54) brings about the climax of the 
work, when Peter catches the wolf, and then sends it to the zoo. Several episodes, 
introducing new musical elements, are incorporated to describe the actions of Peter 
and the wolf in detail. There are also more breaks in the musical texture resulting in 
fragmented sections. The hunters' theme is introduced near the end, before the 
procession of the characters. The procession concludes the work with all thematic 
motifs reappearing once again, linked together by the hunters' theme. 
As a symphonic work in the classical canon, Peter and the Wolf possesses a number 
of unconventional characteristics. First of all, there is no clear, abstract formal 
structure. Nor are there movements or acts to divide the work formally. Only 
frequent but irregularly placed breaks can be found, separating different themes 
咖 The summary of the different characters' themes and the corresponding instruments can be 
found in appendix 1. 
i � i The structural analysis of the score can be found in the table in appendix 2. 
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and events. Secondly, the narration is spoken and separated from music for most of 
the time. Not surprisingly, the score resembles film music at times, putting music 
behind the spoken lines of the actors. Thirdly, the tonal design is different from 
traditional orchestral works. Changes of tonal areas are very sharp and sudden with 
nearly no transitional passages. The tonal areas serve more to portray different 
characters than to articulate the overall structure of the story. 
Due to these differences, a conventional analytical approach is not the most 
appropriate when examining this work. In fact, the reasons for the work's 
uniqueness can be explained by the nature of the work and also its compositional 
background. Therefore, in order to facilitate a better understanding of Peter and the 
Wolf, the following analysis will be conducted from three perspectives, i.e. those of 
education, film music and context严 
1) The perspective of an educational goal 
After the performance of Peter and the Wolf on 5 May, 1936, Natalia Satz, the 
director of the Central Children's Theatre, wrote an article titled "Educating Children 
in Music is Theater's Aim" published in the Moscow Daily News}°^ She mentioned 
that "the musical education of children occupies an important place in the work of 
the Central Children's Theater严 She believed that children did not always have a 
strong interest in music so it had to be "aroused by a program filled with concrete 
102 The specific bars described in the following will be labeled as XX.YY, with XX standing for the 
rehearsal number and YY the number of bars after that rehearsal number. For example, the second 
bar from rehearsal number 11 will be written as 11:2. YY can be omitted when it is referred to the 
whole rehearsal number (e.g. 30) The score used here is Sergey Prokofiev, Peter and the Wolf, Op. 67: 
Symphonic Tale for Children {New York: Leeds Music Corp., 1948). 
Natalia Satz, "Educating Children in Music is Theatre's Aim/' in Moscow Daily News, 6 May, 1936. 
Refer to appendix 3 a scanned facsimile of the complete article. 
Satz, "Educating Children in Music is Theatre's Aim." 
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(musical) i m a g e s . " 扣 s a s an educational work of music, Peter and the Wolf 
possessed many distinctive characteristics that supported this goal. 
First of all, narration is employed to explain the story and introduce the sound of 
different orchestral instruments. Most often the narration is separated from the 
music. In this way, children could hear the text better, without being distracted by 
the music. The separation of musical sections by the narratives also explains the 
sharp changes in mood, which helps to maintain the attention of children, providing 
them with frequent stimulation. Moreover, the musical breaks created by the 
narrative allow abrupt shifts between different thematic materials. Children could 
hence grasp the flow of the story more directly and without unnecessary disruptions 
caused by transitions. One of the drawbacks is that the music is disconnected, 
lacking the unity of a more conventional symphonic work. 
Sometimes the spoken narrative is superimposed on the music. This treatment is 
found most frequently in the second half of the first section. It is possible because 
the audience is familiar with the relationship between music and story and the 
thematic materials associated with Peter, the bird and the duck have already been 
introduced. Whenever the narrative is accompanied by music, the music is simple 
and mainly incidental (e.g. 7, 8:11-14). No distinctive themes are used at those 
moments. Furthermore, time is divided equally between narration and music. 
Seldom is a long passage of music played without any narration explaining what is 
occurring. The regular switching between music and narration also helps maintain 
children's interest in this work. 
i�5 Satz, "Educating Children in Music is Theatre's Aim." 
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Secondly, many contrasting elements can be found. Thematic materials are an 
example. They contrast in range, key, texture and character. The theme of the bird is 
four octaves higher than that of the grandfather. Some characters like Peter and the 
cat are represented by major keys, while some such as the wolf and grandfather are 
indicated by minor keys. The theme of the hunters is played by the entire woodwind 
section while the themes of the duck and the cat are played by solo instruments. 
Most importantly, the character of each theme is clearly distinguished. Peter has a 
cheerful and positive theme, but that of the wolf is scary and dark. Peter's features a 
melodic line clearly articulated by dotted rhythms, staccato and accents. On the 
other hand, the theme of the wolf employs a lower register and thicker texture. All 
these sharp contrasts between thematic materials achieve one essential goal, to 
differentiate characters by concrete musical devices so that children can associate 
them with different orchestral timbres. Other contrasts include dynamic changes. 
Prokofiev often used fortissimo right after the conclusion of a passage in piano or 
even pianissimo (e.g. 13:1-2, 35:1-2). This effect is often the result of an expanding 
orchestral texture. Before 35, only a cello and a double bass are playing in 
alternation. Afterwards, all the brass join in with the percussion, greatly multiplying 
the overall volume and texture. These dynamic differences draw attention to the 
climaxes of the story. There are also contrasts of tonal areas. Most of the time, keys 
change without any bridge. Moreover, modulation often involves distantly related 
keys (from G minor to A-flat minor in 34-35). Sometimes two different modes 
appear at the same time (48, the cat in B major while grandfather in B minor). All 
these factors contribute to the musical variety so that children will notice and listen 
carefully to new elements. 
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Thirdly, the musical materials are kept simple but at the same time remain effective 
in portraying the narrated events. Most of the themes reappear without 
modification (aside from changes in keys). There is hardly any complicated variation 
of the themes in this work, unlike some of Prokofiev's operas, in which such motifs 
are transformed sophisticatedly. The most obvious variations are usually found close 
to the end of the work, after the children have become familiar with the musical 
themes. One example is the second-last appearance of Peter's theme in 41, when 
Peter stops the hunters from shooting the wolf and suggests that they take it to the 
zoo. The theme is varied melodically (non-harmonic notes added) and meter (from 
4/4 to 荆，but still easily recognizable. 
. r - > 
^^  % 
Fig. 9 Varied theme of Peter, rehearsal no. 41 in Peter and the Wolf 
Another example of variation occurs during the procession of characters from 43 to 
54. Occasionally Prokofiev employs short dich嶮 ideas to convey concrete images or 
actions. For example, when the bird flies high up onto the tree, the pitches ascend 
as well (13:4-7), and when the wolf snaps at the bird, short sforzando chords are 
used (33). But such musical devices are not used thematically. 
Finally； the approach to orchestration is special. The work starts with a chamber 
music texture that features solo instruments, gradually adding some woodwinds and 
percussion in the middle and concludes with the full orchestra. This gradual change 
allows the audience to listen closely to the individual timbres of instruments at first. 
Then, they are exposed to a richer combination of orchestral colors so that the 
images of the story can be more vividly depicted. Finally, the sound of full orchestra 
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is played. In this way, the audience can 丨earn to recognize the effect of different 
orchestral combinations. 
Despite the effective musical idioms Prokofiev used to communicate with children, 
Peter and the Wolf was not musically na錄 in any sense. As noted by Blok, 
To be sure Peter and the Wolf was above all intended for children (and very 
little children), but the texture of its character development is not simple at 
all. Nor can we call the intonational idiom of this music the acme of 
simplicity. Still, because the music is melodically vivid, distinct in genre and 
clear-cut in pattern, it is well assimilated by children严 
2) The perspective of film music 
When discussing the features of film music, there are some factors that are 
important: thematic motif； timbre, and tonal design. In the following section, the 
three factors will be used to study Peter and the Wolf by drawing parallels with film 
music. 
Thematic motif is the most common symbolic musical device used in film scores. 
The recurrence, elaboration and transformation of motifs help to tell the story and 
connect an entire This device is different from the use of leitmotifs in 
certain operas or symphonic poems. The thematic motifs of films are more stable 
and the motifs seldom undergo consistent variation or development since they are 
meant to be recognized by the audience easily and to aid the advance of the story 
line. In Peter and the Wolf, the themes of the characters are treated in a manner 
close to the thematic motifs of film music. Nearly all the "motifs," or themes, are 
咖 Blok, 140. 
i�7 K. J. Donnelly； "The Hidden Heritage of Film Music: History and Scholarship," in Music and Cinema, 
eds. James Buhler, Caryl Flinn, and David Neumeyer (Hanover, NH: University Press of New England, 
2000), 28-29. 
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stable and remain the same most of the time, except for changes in key or 
orchestration. Peter's theme is the one with the most variations. The orchestration 
of Peter's theme includes settings for string quartet or large wind band with 
percussion. When variations are used, they describe Peter's actions or the actions of 
other characters. For example, Peter's theme is used to portray the bird's actions 
after listening to Peter's advice (30). Sometimes, only part of the theme is used: 
dun •P 
Fig. 10 Varied Peter's theme in minor key 
In Fig. 10, the first quarter of Peter's theme (in E minor) is used to depict him sprang 
over into the tree. 
Timbre is sometimes as important as motif in film music. Concert music emphasizes 
syntactic elements to ensure musical coherence, but film music, or even theatrical 
music sometimes will disregard musical syntax, in favor of timbral connections, since 
there is narration to Some particular instrumental colors can even recall 
more vivid memories for an audience than thematic motifs. In Peter and the Wolf, 
the flute is one of the best examples. The theme of the bird actually does not 
reappear much, but the color of the flute invokes birds in a way that no matter what 
is being played, the high-register sound of flute still functions well as the symbol of a 
bird. Even when the flute plays the hunters' theme (51:4-14), it is still recognizable 
that it represents a bird because of the characteristic flute figures, the trills and fast 
arpeggios, which ornament the theme. Another example is the oboe, which 
represents the duck. Aside from the duck's theme, there are three other minor 
孤 Donnelly, 31. 
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themes used by the duck in the story, when it argues with the bird (9:1-8) (used 
again when it is running away from the wolf) and when it quacks angrily at the cat 
(13:8-9, 12-13). They are both considerably different from the original theme but 
the audience will realize that they represent the duck due to the unique sound of 
the oboe. ‘ 
The music of early films tended to de-emphasize tonal relations, stressing lyrical 
scoring or dramatic timing instead.咖 There is a so-called "fifteen-second rule" that 
"if music has been absent for more than fifteen seconds, the composer is free to 
start a new music cue in a different and even unrelated key, since the 
spectator/auditor will have sufficiently forgotten the previous cue's tonality/'"� 
Comparing the tonal design of Peter and the Wolf with the practice of film music, 
some similarities can be found. Prokofiev changed tonal areas without any 
transitional passages, i.e. he simply puts a break between sections of different keys. 
This juxtaposition of different tonal areas is often found in film music, too. At times, 
tonal areas shift from one to another without any breaks or transitions. At 21:1-8 
the duck theme is in B-flat major and then all of a sudden an incidental passage of B 
minor follows right after that (21:9-12). The most distant key from C major to be 
found is A-flat minor at 35. No transitions are used either before or after this section. 
Furthermore, the overall choice of keys is seemingly random, though largely keeping 
within the parameter of third and fifth relationships. The main concern appears to 
be whether to use major or minor. Here, it can be observed that Prokofiev employed 
the different tonal areas mainly based on the situations described in the story, 
rather than a carefully planned scheme of keys. 
Donnelly, 26. 
Claudia Gorbman, Unheard Melodies: Narrative Film Music {Bloomington: Indiana University 
- Press, 1987), 90, further quoted in Donnelly, 26. 
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3) The perspective of politics and social context 
a) In narrative 
Normally, analyses of Peter and the Wolf focus more on the musical materials rather 
than literary content, since the fairy tale is seemingly simple and straightforward. 
However, it had been suggested by certain biographers that the work is an "oeuvre a 
clB/' with political allusions."^ When studying it from a political perspective, the 
story can be interpreted in different ways. 
One interpretation is given by Prokofiev's biographer Michel DorignlH. ^^ ^ He 
suggests that different characters in the story represent different types of people 
found in early Soviet society. Peter is a Soviet hero who is perfect, courageous, 
innovative and down-to-earth. The duck is a bourgeois who runs away whenever 
there Is danger. The cat represents the secret police of the Soviet Union (known as 
the State Political Directorate). The bird symbolizes an innocent belief in a new 
Ideology. The hunters are a group of politicians or bureaucrats who make noise for 
no good reason. Surprisingly, Dorign? did not mention the wolf. This analytical 
approach associates the story with social phenomena by suggesting metaphors 
lurking behind the characters and their actions. Nonetheless, it is ultimately a 
m Claude Samuel, Prokofiev (New York: Grossman Publishers, 1971), 136. Claude Samuel first 
mentioned the possible political allusions, although he did not provide the source. Only Peter, the 
duck and the hunters were mentioned, and Samuel's characterizations all coincide with Dorigne's 
point of view. Probably Dorign? took reference from Samuel before he further elaborated his point to 
make a fuller interpretation since Samuel's book was published twenty years earlier than his. In the 
following discussion, I will focus on Dorigne's more elaborate argument rather than the less 
developed observations of Samuel. 
"Pierre est 数demment le h脑 s sovi^ique parfait, courageux, inventif, les pieds sur terre. Le 
canard, avec sa demarche bedonnante, serait un bourgeois qui fuit lachement des qu'il y a danger; le 
chat pourrait symboliser le Guepeou, et I'oiseau la croyance innocente en une ideologie nouvelle. Les 
chasseurs, qui font beaucoup de bruit-pour rien, seraient 慰demment des homes politiques ou des 
bureaucrates." in Michel Dorigne, Serge Prokofiev (Paris: Fayard, 1994), 455-456. 
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reading without sufficient documentary evidence to prove whether Prokofiev had 
such thoughts at the time he wrote the fairy tale. 
According to Dorign? Prokofiev did portray an ideal image of Soviet hero in Peter, a 
young Pioneer. The young boy is not afraid of threats. He tries to save others 
although he has to disobey rules set by a family authority figure, the grandfather. Yet 
this would be consistent with Soviet values. In the Soviet Union, children were 
taught to place higher priority on the interests of the state than to those of the 
family.113 indeed, there was an established tradition that the young should trust 
themselves rather than their elders."'* Children were encouraged to disapprove of 
the mistakes their parents made. In children's periodicals； such as Pioneer Pravda or 
the magazine Pioneer, articles often exhorted children to urge their parents to carry 
out their social responsibility/^^ Therefore, Peter represents a suitable role model 
for Soviet moral education. Nonetheless, in the opinion of a cultural historian of 
modern Russia； Kelly, Peter's political status as a pioneer was actually quite 
marginal^ His behavior was somehow "pioneerish/‘ yet it is unlikely more political 
messages beyond his character as a pioneer were intended. Indeed, the Pioneer 
movement emphasized leisure activities more than politics at that time. Therefore, 
the label "pioneer" could have been applied without any political message intended. 
This linkage of the other characters to the different groups in Soviet society, 
however, seems to owe much to the Western view of the Soviet Union. By 1936, 
plots pitting the bourgeoisie against the proletariats were already obsolete in Soviet 
113 D. C. B. Lieven, Maureen Perrie, and Ronald G rigor Suny, The Cambridge History of Russia 





literary circles, since social unity was greatly emphasized in the "Constitution 
Year."ii7 in addition, there are contradictions in DorignETs interpretation, especially 
the relationship between the cat, the bird and the duck.^ ^® The problem of his 
approach is that the real situation was not so simple and cannot be represented by 
matching different characters with different groups of people in Soviet society. Some 
events in the story may be linked to life lessons (e.g. catching the wolf teaches 
youngsters the virtue of courage) but drawing a strict analogy fails to capture the 
complicated reality. Indeed, such literary devices were actively discouraged in the 
Soviet Union. Marshak； a renowned children's writer； criticized overtly the use of 
allegory at the First Congress of Soviet Writers. He believed that such devices made 
"details play a secondary, merely decorative role, so the action itself is stripped of 
concrEt6ness/'ii9 
More recent research by No贼e Mann provides some new thoughts on connections 
between the tale and the historical context? For example, the wolf was chosen as 
the representation of risk, since wolves were a real threat in Russia in the 1930s. 
Moreover, the procession to the zoo might have recalled the celebration of the 
tenth anniversary of Moscow's Zoological Park's extension, which was well-known 
by the Moscow inhabitants. Her interpretation offers an alternative solution as to 
what inspired the tale was when the perspective of political allusion does not fit. 
117 Kelly； 6. The 1936 Constitution was also known as the "'Stalin' Constitution". It was one of the 
three versions (the other two were written on 1924 and 1977) of the Constitution which governed 
the Soviet Union. It mainly introduced universal direct suffrage to the political system, which the 
communists claimed to have introduced true democracy, yet the ballot was changed from open to 
secret. In addition, the constitution recognized collective social and economic rights, including health 
care, housing, education, etc. 
118 For example, if the bird and the duck are opposed, why, when the cat hunts the bird, it is helped 
by the duck. It hints that when communists and capitalists are both threatened by the secret police, 
they would help each other, which seems unlikely. 
Kelly, 6. . 
Mann, 20. 
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After all, as Prokofiev said about Peter and the Wolf: "The text was read during the 
pauses in the music which was disproportionately longer than the text—for me the 
story was important only as a means of inducing the children to listen to the music/' 
the text could be simply a guide for the children, without any extra meaning, at least 
he claimed s o ? Prokofiev reportedly once said to Satz that "but I wasn't the 
libretto's sole author. You were as well. If it's published, we shall put both names."^^^ 
Even if there were political allusions, Satz should be equally responsible too. Yet 
when she was arrested and sent to the Gulag in 1937, she was charged merely with 
being a wife of a government official, not embedding subversive messages in her 
writings尸 After she was released five years later, Satz continued to perform as a 
narrator of Peter and the Wolf, and Prokofiev resumed composing for children in the 
late 1940s as well. Nonetheless, Satz and Prokofiev never met each other again after 
1937. Therefore, Prokofiev's later children's works were composed under the 
influence of other factors, which will be discussed in the next two c h a p t e r s ? 
In conclusion, with regard to the suggestions of political allusions, it seems unlikely 
that Prokofiev intended them given his limited enthusiasm for politics. However, it is 
possible that Prokofiev planned to avoid controversy by choosing a genre for 
children and adopting a style of explicit simplicity. Ironically, the transparent nature 
of the music turned the audience's attention towards the narration. Moreover, due 
to the particularly sensitive year of the Lady Macbeth incident during which Peter 
and the Wolf was composed, scholars have tended to over-interpret the tale. As a 





result, multiple meanings have accrued to the work that the authors, both Prokofiev 
and Satz, likely never expected. Although these readings may seem at times trivial or 
of limited value as they were published after the composer's death, they reveal the 
fact that politics can influence not only the genesis of a musical work, but also its 
reception. Even if Prokofiev was attempting to avoid politics by writing children's 
music, he could not escape from the political reception of his works: since 
everything became politicized in the Soviet Union, one could not stay neutral. 
Three Children's Songs (Op. 68) 
The three songs, Chatterbox, The Sweet Song and Little Pigs were composed in 
different years and later collected as a set. This set of songs was intended for a 
children's audience, not children's performance (the first for mezzo-soprano, the 
second and third for soprano)/凸 The scale and subject matter of these songs were 
close to Mussorgsky's song cycle； The Nursery, composed in 1868-1872. Similar 
subject matter of Three Children's Songs was found already in his earlier vocal work 
The Ugly Duckling (Op. 18) composed in 1914, which has much more extensive plot 
and length of music. It is partly because the work was intended for adult audience 
rather than specifically for children. Prokofiev had also composed several sets of 
small vocal works (0pp. 23, 27, 35, 36) between 1915 and 1927; hence he had 
considerable experiences in writing songs already. 
Chatterbox 
Prokofiev composed Chatterbox first, almost concurrently with Peter and the 
It was written for the Central Children's Theatre as well, instigated by and 
Blok, 145. . 
Blok, 145. (check the newspaper) 
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dedicated to Natalia S a t z ^ The date of its premiere is unknown. The earliest 
record of its performance was on 5 May 1936 by the vocalist L. P. Glazkova, with the 
accompaniment of a symphony orchestra under the direction of the theatre's 
musical director P o l o v i n k i n " According to Prokofiev, Chatterbox is a "song for 
children and about children, sung to the accompaniment of a piano or a small 
orchestra."129 The orchestral arrangement for a flute，a clarinet and strings was 
made by the composer, but was not published until at least 1978严 
The text of Chatterbox was written by Agnia Barto, who was a leading official writer 
for children at that time. The verses were taken from an episode of a comic 
opera.131 It concerns a young schoolgirl Lidya who chatters about her school and 
daydreams, while having no time left to finish her homework. The refrain reads 
"Silly Vovka laughs and mocks, says that I'm a chatterbox. How can he be so absurd? 
Why, I scarcely say a word!"^^^ There are four episodes between the refrains. In the 
first episode, the girl says she has no time for chattering as she has too many 
hobbies. Next, she recalls her lesson about Japan in which she keeps on asking her 
teacher a series of "imaginative" questions. The third episode is about her 
daydream of flying in the sky. In the last, she realizes that she is still working at 
supper time while her friends are luring her to play. 
127 Blok, 146. It was Satz who initiated the work: "at my insistent pleas". Satz, 226. Again, this 
information was provided by Dr. Stephen Press. 
128 seroff, 204. The information of the vocalist and the performance date is the 6 May 1936 issue of 
the Moscow Daily News. 
1 四 Blok, 147. 
咖 Blok, 146-148. According to Blok, the orchestral score was not published until "this day", while 
the publishing year of his book is 1978. 
131 Nestyev, 282. 
The Russian text is "Eto Vovka Vyidumal, Chto boltun'ya Lida, mol... A boltat'to mne kogda? Mne 
boltat'sto nekogda." The English text is translated by W. H. Easterbrook, from Serge Prokofieff, Three 
Children's Songs op 68: Voice & P/ana(London: Anglo-Soviet Music Press; S.I.: Boosey & Hawkes; 
United States: Distributed by Hal Leonard, 1948). 
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Correspondingly, the music is structured in rondo form with refrain (R) and four 
episodes (El-4): 
‘ R(G) L . | | l | ^ L . | R(Ab) l ^ . p ^ l ^ l R(C) 卜丨鄉；一 
Fig. 11 Structural and tonal diagram of Chatterbox^^^ 
The refrains last for eight measures while the episodes are significantly longer. 
Basically, the refrains and the episodes are clearly distinguished by rests. The song 
has a loose narrative basis from the perspective of Lidya. It begins in the morning 
(first episode) when Lidya's friend Marya warns her not to take up too many interests, 
and ends at night (last episode) when Lidya cannot finish her homework before 
supper time. Chatterbox gradually develops to the climax in the last episode, with an 
increasingly complex harmony and agitated mood. The song starts with the most 
concentrated diatonicism, gradually proceeding to the most chromatic final episode, 
before returning back to the strictly diatonic final refrain. Diatonic elements prevail 
throughout and the harmony is composed of almost exclusively triads and seventh 
chords. 
The refrains are melodious and have a moderate tempo. The first refrain sets the 
paradigm for the later refrains to develop. It consists of a pair of typical 
four-measure phrases, with simple accompaniments, similar to a nursery song. 
The tonal centre of each section l§. indicated in the rounded bracket. Uppercase letters means the 
key is major. The asterisk means that tonal center cannot be defined. 
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Fig. 12 First refrain in G major, mm. 
Afterwards, each subsequent refrain undergoes a slightly more complicated process 
of ornamentation, registral displacement or alteration of accompaniment figuration. 
Nonetheless, they remain akin to each other. The fourth refrain is the most 
distinctive from the others in that it links to the previous episode closely in terms of 
both tempo and tonal centre. 
In comparison, the episodes feature the nearly non-stop uttering of words, 
conveyed musically by rapid consecutive quavers. The words are so densely set that 
in some passages (e.g. eight measures without rests at the beginning of the second 
episode) the vocalist can hardly squeeze in time to breathe. Likewise, the 
accompaniment has also an uninterrupted pulse of quavers. The wordiness of the 
text and urgent mood in the music, together with the fast tempo (Allegro in all 
episodes), vividly highlights the loquacious character of Lidya. 
1 糾 All the score excerpts used in discussing Three Children's Songs are from Serge Prokofieff, Three 
Children's Songs, op 68: Voice & Piano (London: Anglo-Soviet Music Press; S.I.: Boosey & Hawkes; 
Distributed by Hal Leonard, 1948). ‘ 
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Fig. 13 Second Episode of Chatterbox, mm 41-45 
The climax, the fourth episode, realistically portrays the biggest nightmare of 
children - rushing to do homework. On one hand, Lidya's anxiety about lack of time 
is portrayed by the march rhythms in the piano part and the accented dotted 
crochets in the melody (Fig. 14). On the other hand, she is tempted by her friends to 
play with them, as depicted by the chromatically descending pianissimo melodic line 
(Fig. 15). These two contrasting sections appear in alternation to represent her 
mental struggles, undoubtedly resonating with an audience of children. 
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Fig. 14 Fourth Episode of Chatterbox, mm. 111-116 
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Fig. 15 Fourth Episode of Chatterbox, mm. 123-124 
Despite the difficulty in articulating all the words in the vocal section, the piano part 
is easy to play, which would facilitate domestic consumption. It is probably why, as 
Blok stated, it was the piano variant that made the work popular in comparison to 
the orchestral version. It is unclear which version came first. However, as the piano 
part does not contain any obvious pianistic idioms, it is not likely that the song was 
composed specifically with piano accompaniment in mind. Moreover, comparing the 
multi-layered texture of the piano part with the orchestral score, the former looks 
* 
more like a piano reduction of the latter. 
The orchestral variant is indeed a miniature, compared to normal vocal-orchestral 
works. The orchestra consists of one flute, one clarinet and thirteen string 
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instruments/^^ The strings dominate the whole song. The winds are used only at 
the transitional passages, instrumental interludes and places where special 
emphasis is needed. Almost all sections with winds are fragmentary, lasting for one 
to two measures only. One exception is at the third refrain, where the clarinet plays 
the refrain melody, while the voice sings a variant of it. Another case is at the third 
episode, where the melody of the refrain is taken up by the flute while the strings 
are busy providing the accompaniment for the singing voice. Overall, the 
orchestration is transparent and would not cause a burden to the vocalist or the 
flow of the song. 
Sweet Song 
The second song of the set, The Sweet Song, was written slightly later in 1937. This 
song was also written at the suggestion of Natalia Satz. At that time, American 
marketing strategies were being imitated in the Soviet Union/^ Anastas Mikoyan, 
the Commissar of Supplies in Soviet Union, suggested that the Children's Theatre 
use their products (chocolates, children's toys and sweets) to popularize their 
children's songs, poems and fairy tales. Artists like the caricaturists of the magazine 
Krokodil, the painter V. Ryidin, and composer J. Rauchberger joined the campaign.^^^ 
Prokofiev was later invited as well. According to Satz, 
It occurred to someone to draw Sergei Sergeyevich into the venture, and 
he agreed readily enough. He did hesitate for a moment, wondering if it 
was 'proper' for him to do so； but then he told himself that it was. After 
all, Mayakovsky became all the more of a Mayakovsky because he did 
1 沾 Another column of numbers are marked on the front page of the manuscript, just next to the 
numbers indicating the string players required (4 Violin I, 3 Violin II, 2 Viola, 2 Cello, 2 Doublebass). It 
may suggest an alternative number of string players (3 Violin I, 2 Violin II, 2 Viola, 2 Cello, 1 
Doublebass). "Three Children's Songs, Op. 68 1929-1-275," The Serge Prokofiev Archive at Goldsmiths 





not turn up his nose at writing ads/ And so, Sergei Segeyevich agreed to 
write the Sweet Song for us严 
The Sweet Song was hence a song of advertisement, promoting the chocolates that 
were sold during intermissions/^® Like Chatterbox, Sweet Song was composed 
specially for concerts arranged by the Central Children's Theatre/*� 
Curiously, Prokofiev suggested Nina Sakonskaya to be the lyricist, whose text for 
Peter and the Wolf he had been rejected earlier. As Satz recalled, 
I remember how he said with his kind and shy smile: 'As for the lyrics, let 
the poetess who didn't make a go of Peter and who I was so nasty to at 
the time； write the words. She'll make a success of the Sweet Song! It 
was a wonderful suggestion, and N. Sakonskaya was delighted with 汁.… 
Sakonskaya was criticized previously for writing too many rhymes for Peter and the 
Wolf. Prokofiev probably thought that her style of excessive rhyming could suit an 
advertising jingle like Sweet Song. Indeed, all the lines by Sakonskaya rhyme. The 
first verse of text is shown below as an example: 
Prodaet menia v paiatke nash sovetskii prodavets. 
A zovut menia, rebiat ki, ochen' prosto ledenets. 
Razverni oblozhku pestruiu odezhku, i u vidish': Pravda, ledenets! 
Do you know who this is singing? I'm on show at stall or shop: 
When met I set all mouths wat'ring； I'm your old friend Lollipop! 
Slip me from the packet, strip my colour'd jacket. Open wide then right inside I'll 
h o p , 2 
The text is narrated from the perspective of a lollipop, "who" tempts the audience 
to strip Its packet and taste it. The song has a simple verse-refrain structure. The 
1 部 Blok, 148. 
139 Robinson, 330, and Dorign? 457. 
Blok, 148. 
Ibid. 
The English setting is by W. H. Easterbrook. Serge Prokofieff, Three Children's Songs op 68: Voice & 
Piano (London: Anglo-Soviet Music Press; S.I.: Boosey & Hawkes; United States: Distributed by Hal 
Leonard, 1948). 
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setting of the verse is vivacious, featured by the staccato melody and the 
syncopated accents (Fig. 16). 
Fig. 16 Opening verse melody of Sweet Song, mm. 5-13 
The four-measure refrain shifts suddenly into a cantabile mood, after which the 
verse resumes the lively atmosphere and concludes the unit. 
cantabile . 产 . 
Fig. 17 Refrain melody and the closing verse melody of Sw/eetSong, mm. 14-20 
In general, the melody is terse, yet not banal like many jingles. It has Prokofiev's 
characteristic chromatic charm and surprises brought about by "misplaced" accents. 
Sweet Song is highly repetitive, which suits its function as a jingle, it consists of three 
verses, each sung with the same melody and almost the same accompaniment, 
despite octave transposition. The last two verses are repeated. Therefore, the same 
melody is repeated five times in total. 
The first page of Prokofiev's sketch for Sweet Song showed a few indications of 
future o r c h e s t r a t i o n . 143 According to the notes made by Prokofiev on this 
manuscript, he intended to provide the whole set an orchestra丨 accompaniment, 
although that was never realized. This fact seems to suggest that Prokofiev did pay 





Little Pigs was composed much later in 1939, to a text by L. Kvitko, which was 
translated from the Yiddish to Russian by Sergei Mikhalkova/^ It is extremely short 
and lasts for eighteen measures only (excluding the repeated first eight measures). 
The text is about two children who plead with Anna Vanna to let them see the little 
pigs in a collective f a r m严 Anna rejects their request since the pigs are either 
bathing or sleeping and tells them to return next morning. 
. 
The questions of the children and Anna's responses are contrasted musically. The 
children's urgent request is depicted by a fast forte melody accompanied by chords 
in a march-like rhythm. 
AnimKto 
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Fig. 18 First half of children's question in Little Pigs, mm. 1-2 
Anna's reply is much gentler, sung poco meno mosso. The accompaniment doubles 
the melody with a thinner harmonic support. 
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Fig. 19 Second half of Anna's reply in Little Pigs, mm. 7-8 
Blok, 145. 一 
Nestyev, 282. 
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Their dialogue lasts for eight measures only and is repeated once, with Anna's reply 
slightly changed. When the children ask the third time, a new musical passage, 
marked with Andantino misterioso, is inserted. Anna says that the little pigs have 
gone to sleep, which is portrayed by a sharp decrease in tempo and dynamics, 
creating a silent atmosphere. " 
Summary 
Prokofiev's Three Children Songs were performed more often as individual works 
than as a set严 Blok has suggested three reasons for this fact. First, he stated that 
Chatterbox is a much more developed work than the other two, so It can be 
performed separately. Indeed, it was the only one that has an orchestral 
accompaniment. Compared to the other two songs, Chatterbox also has more varied 
musical ideas in both melody and accompaniment, as is evident from its distinctive 
episodes. Moreover, it is significantly longer than the other two. Blok's other 
speculation is that Chatterbox was composed for a lower voice {mezzo soprano) 
than the other two (soprano). Finally, Blok believed that Chatterbox was intended 
for more "mature" children, concerning the subject matter and the "intonational 
peculiarities of the melodies." The other two songs were for younger audiences. 
Concerning the musical structure and harmony, Chatterbox is more complicated. 
However； the subject matters of the three songs were all fairly simple. Children of 
different ages could probably comprehend and appreciate all three songs. Therefore, 
I would summarize that the different musical styles of the three songs would be the 
main reason for their separate performances. 
Conclusion 
严 Blok, 149. 
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Prokofiev's first attempt at writing children's music resulted In some relatively 
small-scale works like Music for Children and Three Children's Songs. They seem to 
be developed from the models of his previous compositions such as his previous 
piano miniatures and vocal works like The Ugly Duckling. In contrast, Peter and the 
Wolf was much more extensive, however, as it involves a close collaboration with 
Satz, who developed with Prokofiev an idiom to communicate with children. The 
concept of superimposing narration on music in a programmatic setting will be used 
in his later children's works that I will discuss in chapter 5. 
Prokofiev had composed and written numerous musical and literary works with the 
theme of childhood long ago in his youth and around the years before he left Russia. 
However, it was only because of the first commission by the official body, and also 
after his first visit to the Children's Theatre that he started composing music 
specifically for children. The theatre very likely showed him how works for children 
could reach an audience and made him aware of the demand from the market, and 
also the party； for such works. In addition； when Prokofiev was situated in a context 
marked by increasing political censorship, this seemingly neutral genre—children's 
music—became an even more favourable option for him. 
After examining the genesis of these works,丨 would suggest that Satz and her 
Children's Theatre were the major factor that impelled Prokofiev to compose 
children's music. In fact, the three works were to a certain extent associated with 
Satz and her theatre. Needless to say, Peter and the Wolf resulted from the 
collaboration between Prokofiev and Satz. Music for Children was associated with 
the children's theatre since some of the pieces were performed there. The first two 
children's songs were related "to Satz as well. Chatterbox was dedicated to her and 
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premiered at Children's Theatre, while the idea of composing Sweet Song was 
suggested by her. Another agency, the Radio Committee, would assert similar 
influence to the genesis of Prokofiev's later works for children as well； which will be 
examined in the fifth chapter. 
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Chapter 4 War Years, Stalin Prize and Radio Committee 
There was a break of almost ten years after Three Children's Songs before Prokofiev 
composed again for children. During that period, war, increased censorship and 
deteriorating health all affected Prokofiev, his motivation for composition as well as 
his style. In this chapter, I will focus on the effect of World War II and 
Zhdanovshchina on the Soviet musical world and Prokofiev in particular. Afterwards, 
I will discuss how the new mechanism of the Stalin Prize, together with the political 
censorship, manipulated musical styles and public tastes. Finally, I will introduce one 
of the instruments of the party, the Radio Committee, which commissioned all of 
Prokofiev's later children's works. 
I. Historical Background 
1941-1945: War 
The war can be divided into two periods. The first, from 1941 to 1943, witnessed the 
initial shock of the war, when the Soviet Union was in the desperate position of 
being aggressively attacked. The second, from 1943 to 1945, was a time marked by 
improving fortune and the reaching of final victory. Curiously, the war was a period 
of relative freedom and creativity for Russian composers, which led them to 
suppose that the pre-war artistic control had come to an end with the beginning of 
the war. 
Indeed, the censorship of arts was alleviated suddenly when Germany announced 
its attack on the Soviet Union on 22 June 1941/ Kiev fell and Leningrad was 
besieged. Moscow then faced a great threat. The government announced the 
1 Francis Maes, A History of Russian Music (Berkeley: University of California Press, 2002), 304. 
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evacuation of major scientific and cultural institutions, including the Bolshoi Opera 
and Ballet, the U.S.S.R. State Symphony and the Moscow Conservatory.^ Many 
individual musicians were evacuated to other cities as well. Prokofiev moved first to 
Nalchik in the Caucasus, and then to Alma Ata. The change of environment inspired 
composers, despite the tension of war. For example, Caucasian folk materials 
became the basis for both Prokofiev's Second String Quartet and Miaskovsky's 
Twenty-third Symphony, composed in 1941.3 
In response to the threat of the Germans, Stalin manipulated the historical record to 
back up his regime's policies. He gave the name "the Great Patriotic War" to this 
conflict, so as to recall the patriotic feeling of the early nineteenth-century defense 
of Russia against Napoleon/ He invoked important historical figures, such as 
Alexander Nevsky, Ivan the Terrible, and Marshal Kutuzov, to show that their legacy 
constituted an "inevitable progression to Stalin's regime." ^ These Stalinist 
interpretations of history were circulated among the people through popular, artistic 
media in particular. One example was Prokofiev's collaboration with film director 
Sergei Eisenstein. He composed music for two patriotic films Alexander Nevsky and 
Ivan the Terrible in 1942. Prokofiev also started an opera based on Tolstoy's War and 
Peace, in response to his country's situation. 
2 Boris Schwarz, Music and Musical Life in Soviet Russia, 1917-1970 (New York: W. W. Norton, 1973), 
175. 
3 Schwarz, 176. 
4 Napoleon's invasion of Russia in 1812 stimulated quickly the patriotic feeling and the growth of 
national consciousness. For further information about the impact of Napoleon's invasion on the 
musical scene, see James Bakst, A History of Russian-Soviet Music (Westport, CT: Greenwood Press, 
1977), 41. — 
5 Maes, 306. 
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Many Soviet artists did respond to the war with patriotism, therefore, they were left 
comparatively in peace by the government.^ Composers active then were more 
concerned about the morale-building power of music than the eternal values of 
their compositions/ Many war songs were written and performed at a time when 
the Soviet people faced adverse situations and needed hope and encouragement. 
Despite the effort demanded and the shortage of musicians available for 
performance, the symphony, unexpectedly, did not experience a decrease in 
composition. More than thirty symphonies were composed during the war, although 
the quality could vary greatly and they were not necessarily related 
programmatically to war.® Shostakovich's Seventh Symphony was one of the more 
successful examples of a war symphony. It was dedicated by the composer to the 
city of Leningrad, in support of its struggle against the enemy. Prokofiev's Fifth 
Symphony represented his country's victory. Interestingly, Boris Yarustovsky, who 
published the book Symphonies of War and Peace two decades after the Second 
World War, pointed out that these two contrasting genres, the song and the 
symphony, were most strongly impacted by the war/° 
Immediately after the defeat of the Germans at Stalingrad in February 1943, the 
mood of Soviet Union became much more optimistic, although life was still very 
hard. The musical scene became more diverse. Cultural institutions began moving 
back to Moscow and Leningrad, and new musical organizations were formed. 
Concerts halls and theatres were filled with audiences who needed "both to relax 
® Maes, 306. 
7 Schwarz, 180. 
8 Schwarz, 181. 
9 Schwarz, 182. 一 
Schwarz, 189-190. 
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and to get warm."^^ The Soviet audiences paid more attention to the music of 
Britain and America, because of the connection established in war? Familiarity of 
Soviet musicians with their Western counterparts was encouraged and publicized.^^ 
There was more collaboration between American and Soviet musicians in the U. S. 
as w e l l , 
Prokofiev enjoyed success during this time. He received his first Stalin Prize in 1943, 
followed by various official awards such as the Order of the Red Banner of Labor and 
the title of Honored Artist of the Russian Soviet Socialist Republic.^ He was 
supported by the critics in Moscow. The premiere of his Fifth Symphony on 13 
January 1945 was a great success. There were a series of concerts dedicated to his 
fifty-fifth birthday on 1946. 
1946-1953: Post-War Terror: Zhdanovshchina 
The war period seemed to have concluded the repressive days of the 1930s, yet it 
became clear later that it was only a pause in the grip on the intelligentsia by the 
regime. The political control of arts indeed grew severer after the war. 
In the first two years after the war, the Stalinist party focused mainly on the 
restoration of the material well-being of the population, rebuilding infrastructure 
and regularizing food supply/® Later, the party turned to the reinforcement of 
11 It was noted by Ehrenburg. Schwarz, 184. 
Schwarz, 188. 
13 Schwarz, 188-189. 
14 Organizations such as the Music Committee of "The National Council of American-Soviet 
Friendship" (1943) and the American-Soviet Music Society (1946) were established. Schwarz； 189. 
“ M a e s , 315. 
16 Kiril Tomoff, Creative Union: The Professional Organization of Soviet Composers, 1939-1953 (New 
York: Cornell University Press, 2006), 97. 
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ideology. Signs of control were gradually observable. The second part of Prokofiev's 
War and Peace was objected to by the regime； as there were "errors in the historical 
concept."i7 Initially highly favored, the Sixth Symphony was later labeled a model of 
formalism and was withdrawn from concert programmes. In a piano recital by 
Sviatoslav Richter, the original planned programme of Prokofiev's ninth piano sonata 
was replaced by one of Schubert's works/® In response to these attacks, Prokofiev 
wrote a few "safe" compositions for the thirtieth anniversary of the October 
Revolution, including A Festive Poem ("Thirty Years") and the cantata Flourish, 0 
Mighty Land}° 
In fact, Stalin's speeches of 24 May 1945 and 9 February 1946 reaffirmed the 
regime's control over cultural policy, introducing a campaign of "reorientation" of 
intellectual life that was delegated to the secretary of the Central Committee, 
Andrey Zhdanov (1896-1948).之^ Known as Zhdanovshchina, this programme of 
censorship and cultural control began in August 1946. Zhdanovshchina had a 
devastating impact on cultural circles. It was a watershed event in Soviet musical life 
in every aspect. 
Zhdanovshchina was not a new doctrine. Rather, it was a continuation and 
intensification of the policies established in the 1930s, which had been disrupted 
and suspended during the war尸 Zhdanov, the leader of this cultural purge had 
. been involved in related duties as early as 1934. He led the First All-Union Congress 
“Maes , 315. 
“Schwarz, 212. 
“Alexander Werth, Musical Uproar in Moscow (Westport, CT: Greenwood Press, 1973), 27. 
2�Maes, 315. 
21 Maes, 308. 
“Schwarz, 205. The policies included the Resolution of 1932, the Writers' Congress of 1934 and also 
the Pravda articles of 1936 which criticized Shostakovich and indirectly the musical circles as well. 
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of Soviet Writers, at which the concept of socialist realism was formally 
announced.23 Zhdanovshchina started with renewed control of literature. On 14 
August 1946, Zhdanov published his first resolution, the "Resolution on the Journals 
Zvezda and Leningrad," condemning the "non-Soviet spirit of servility before the 
contemporary bourgeois culture of the west" found in them.^^ Later on 26 August, 
Zhdanov turned to theatre, criticizing its reactionary bourgeois ideology. Film did 
not escape his attention either. The resolution of 4 September 1946 with the title 
"On the Film Bolshaya Zhizn" attacked the "backwardness； vulgarity and ignorance" 
that it portrayed.2s 
Eventually； music became the target of Zhdanov. In the resolution "On the Opera 
Velikaya Druzhba [The Great Friendship] by Muradeli" of 10 February 1948, Zhdanov 
attacked an opera which was originally intended for the thirtieth anniversary 
celebration of the October R e v o l u t i o n ? Vano Muradeli, a Georgian composer, had 
chosen a topic about a Georgian commissar Ordzhonikidze, while not realizing that 
Stalin was probably responsible for Ordzhonikidze's death during the 1937 purges. 
He also described the people of the northern Caucasus as the enemy of Russia, 
while Stalin held an opposite opinion. As a result, he was accused of falsifying the 
historical f a c t s . " 
The whole event was initiated by an evaluative report of the opera, written In 
principal by Dmitrii Shepilov. He criticized the opera, as well as the music policy of 
the Committee on Artistic Affairs and the Composers' Union Orgkom, for favoring 
Maes, 308. 
24 Maes, 309. 
^ Ibid. 
26 Ibid. _  
27 Maes, 309-310. 
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"pure" symphonic music. Another of his criticisms was that the Moscow 
Conservatory allowed its composition students to write textless music. His 
recommendation was to arrange a meeting with leaders from these two institutions, 
which led to the not very well-known preliminary meeting of musicians with 
Zhdanov, settling the objections to the opera.如 At the beginning, Stalin only saw a 
problem with the opera and the two organizations, the Committee on Artistic Affairs 
and the Bolshoi Theatre, thinking that they had hidden a new production from the 
party. However, the whole affair changed when Muradeli accepted the criticisms 
while suggesting that It was a problem of all other composers, composition 
professors and music critics. He blamed the professional organizations and music 
education curriculum which favored new compositional styles rather than 
melodically dominated works. Shepilov furthered supported his argument. The head 
of the Committee on Artistic Affairs, M. B. Khrapchenko even supplied names to 
strengthen the arguments, and to distance himself from the crisis? Shostakovich 
and Prokofiev were blamed for the prominence of their "modern" music, and 
Miaskovsky for his influence on composition students. ^^  Therefore, Zhdanov 
decided that Velikaya Druzhba was not an isolated case and perceived a need to 
reform the Soviet musical world. As a result, he convened a series of meetings with 
the musicians so as to collect opinions for his later R e s o l u t i o n 严 
Tomoff, 132. 
^ Tomoff, 133. 
3�Tomoff, 134-135. 
31 Tomoff, 135. 
Tomoff, 136. 
Ibid. 
^ Ibid. “ 
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The Zhdanov Meeting 
Around one month before the Resolution was published, Zhdanov had several 
informal meetings with composers in January 1948 at the Central Committee to 
discuss the Muradeli issue and the "correct" direction of Soviet music. On the 
second day of the meeting, V. A. Beiyi, one of the members of the Organizational 
Committee of the Composers' Union criticized Prokofiev as follows: 
The work of Prokofiev is also full of contradictions. He started out as a 
rebel against the tendencies of mystical, drawing-room modernism. 
Hence his sharp rhythms, his barbarisms. He has a melodic gift which is 
in the best Russian traditions of Mussorgsky and Li a do v. Yet he wants to 
"innovate" at any price； and his rebellious spirit often makes him； as 
Mayakovsky would say, "step on the throat of his own song". Yet ... the 
realistic elements of his art are in the great tradition of Russian Music. 
He still believes in "innovation for innovation's sake", he has an artistic 
snobbishness, a false fear of being commonplace and ordinary. It is 
curious to observe the struggle of the two Prokofievs in a work like his 
Sixth Symphony. Here the melodious, harmonious Prokofiev is often 
attacked, without provocation, by the other, storming, Prokofiev. The 
same is true in his operas, where little islands of exquisite lyrical music 
are lost in a sea of rough recitatives.^^ 
There was no evidence in the report that Prokofiev was present at the meeting, 
although there was rumor that he was t h e r e . ^ His first response to the Resolution 
was a letter sent to the Musicians' Meeting in Moscow, addressed jointly to Lebedev 
(head of the Art Committee) and Khrennikov (Secretary-General of the Composers' 
Union): 
This Decree ... has separated the healthy tissues from the dead tissues in 
the work of our composers. However painful this may be to many 
composers, including myself, I welcome the Decree, which creates 
^ Werth, 72. 
Werth, 42. Due to Illness, Prokofiev did not attend the meetings that followed the publication of 
the resolution. See Maes, 316. 
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conditions for restoring the health of Soviet music. The Decree is 
valuable in having demonstrated how alien formalism is to the Soviet 
peoples. 
There have been formalist elements in my music for the last fifteen or 
twenty years. The infection must have been caused through contact with 
certain Western currents. After Pravda's criticism of Shostakovich's opera 
in 1936, I gave much thought to the whole question, and came to the 
conclusion that formalism was wrong ... 
As a result, I looked for a clearer musical language, and one with more 
content. In a number of my subsequent works I tried to get rid of 
formalist elements, and I believe I succeeded in this to some extent... If 
there is still some formalism in some of my works it is probably due to 
my insufficient realization that our people do not want such m u s i c 尸 
The tone of Prokofiev's response was apologetic. Suffering from a serious illness, he 
understandably could not afford a battle with the authorities? Although he was 
careful not to show irritation in his letter, he still expressed some of his 
disagreements with the charges: 
I never had the slightest doubt about the importance of melody, and 
consider it by far the most important element in music. Nothing is more 
difficult than to discover a melody which would be immediately 
understandable even to the uninitiated listener and, at the same time, be 
original/Here the composer is beset by numerous dangers: he is apt to 
become trivial and vulgar, or else dish out a repetition of something 
already heard before ... One must be particularly vigilant to make a 
melody simple, but without allowing it to become cheap, sickly, or 
imitative rubbish.^^ 
The Resolution and Formalism 
The major criticisms in the 10 February 1948 Resolution are as follows. 
37 werth, 94-95. 
3B Schwarz, 233. — 
Werth, 95. " 
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The state of affairs is particularly bad in the case of symphonic and 
operatic music. The Central Committee has here in mind those 
composers who persistently adhere to the formalist and anti-people 
school- a school which has found its fullest expression in the works of 
composers like Comrades Shostakovich, Prokofiev, Khachaturian, 
Shebalin； Popov, Miaskovsky, and others. Their works are marked by 
formalist perversions, anti-democratic tendencies which are alien to the 
Soviet people and their artistic tastes. 
Typical of this music is the rejection of the basic principles of classical 
music, and the preaching of atonalism, dissonance, and disharmony, 
which are alleged to be signs of "progress" and "innovation"; the 
rejection of so important a thing as melody; and a striving after chaotic 
and neuropathic discords and accumulations of sounds. This music 
savours of the present-day modernist bourgeois music of Europe and 
America- a music which reflects the marasme of bourgeois culture.^ 
The "rejection of the basic principles of classical music" here refers to the 
composers' favoring of "complex forms of instrumental textless symphonic music/'^^ 
Zhdanov considered it to be a break from classical tradition since he believed that 
Russian classical music was inherently programmatic in nature."^ ^ 
Earlier at the First All-Union Congress of Soviet Composers in 1948, Zhdanov had 
already stated an undesirable trend in composition. 
The other trend represents a formalism which is alien to Soviet art, the 
rejection of classical tradition under the banner of dubious innovations, 
the rejection of the popular character [narodnosf] of music and of service 
如 Werth, 29. Schwarz also provided similar descriptions which were found on "books", while he did 
not mention the exact sources. Schwarz described "formalism" as '"the cult of atonality, dissonance, 
and disharmony', the rejection of melody, the involvement with the 'the confused, 
neuro-pathological combinations that transform music into cacophony, into a chaotic conglomeration 
of sounds', the 'decay of bourgeois culture' and 'a total negation of musical art'". Schwarz, 220 
41 Further quoted in Schwarz, 220. 
^^  Schwarz, 220. " 
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to the people, in order to satisfy the especially individualistic theories of a 
small clique of select aesthetes/^ 
Formalism was explained (with authorities' approval) by a female teacher of theory, 
N. Brusova, not long after the publication of the Resolution.'^ According to her, 
formalism originally referred to "a lack of ideas, a lack of content, a complete 
concentration on form ... with no reference to reality." However, it was later used to 
describe works which prevented the audience from seeing life and the world 
reflected in the feeling and consciousness of the composers. Realism, on the 
contrary, represented an understanding of the "true road of life/' The motivation 
behind formalism was the composers' laziness and lack of courage which led them 
to imitate Western bourgeois art and contemporary modernism. 
In any case, the term "formalism" was never given an explanation or definition 
officially. As Marina Frolova-Walker has pointed out, 
Socialist Realism was never worked out as a coherent theory, although 
enormous efforts were expanded in attempting to create the illusion of 
one. Rather, it amounted only to a range of slogans with obscure gray 
valleys between them. In truth, officials found this vagueness and lack 
of coherence far too useful to be sacrificed, for it allowed them 
unlimited flexibility in manipulating artists. Given two works of similar 
character, one might be praised and the other condemned, according to 
some momentary official whim. Attacks on composers were sometimes 
based on nothing more than fear that the absence of criticism might 
attract unwelcome attention to the critic concerned: no one wanted to 
march out of step 
Andrey OIkhovsky, Music Under the Soviets: The Agony of an Art (Westport, CT: Greenwood Press, 
1975), 152. Original Is from Shaverdyan, Aleksandr Isaakovich, A. A. Spendiarov: zhizn' I t\forchest\/o: 
kratkii ochek (A. A. Spendiaov: Life and Work: A Short Essay), (M. -L,1939), 18-19. 
^ Werth, 8 7 . . 
Marina Frolova-Walker, '"National in Form, Socialist in Content': Musical Nation-Building in the 
Soviet Republics," Journal of the American Musicological Society 51 (1998): 368, quoted in Maes, 
313-314. " 
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The censored composers had no choice but to "accuse themselves； repent and 
accept the party's guide."^ They turned to writing works that were simplistic and 
accessible, such as Shostakovich's oratorio The Song of the Forests, Prokofiev's 
cantata On Guard for Peace, and Miaskovsky's Twenty-seventh Symphony, which all 
received a Stalin Prize.^ ^ The Stalin Prize, in this way, acted as a tool to coerce the 
co-operation of these composers, since the leaders of the Union of Soviet 
Composers understood that they could not maintain the quality of Soviet music 
without them. 
Consequence of the Resolution 
The direct consequence of the Resolution for the criticized musicians included the 
loss of jobs, cancellation of concerts and delays of production plans，There was a 
complete suspension of performances of works by Shostakovich, Prokofiev, 
Khachaturian, Miaskovsky or Shebalin in Moscow for two months. Musical works 
were increasingly under censorship and standardization. The subjects of 
programmatic works were confined to current propaganda. Vocal genres, such as 
operas, cantatas and songs； were privileged, as was programmatic m u s i c . " " Each 
year creative freedom was further constricted.^® 
46 Maes, 310. 
Meas, 311. 
Schwarz, 219. 
他 OIkhovsky, 156. "The praise that the centra丨 committee paid the Russian classics and the call to 
continue to develop the classical tradition meant that some composers of serious symphonic music, 
choral music, and even chamber music were explicitly encouraged to continue to write the music 
that they sincerely thought was best." Tomoff, 202. 
5�OIkhovsky, 155. " 
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Zhdanov died early on 27 January 1949, just six months after the Resolution was 
announced, yet it did not mean the end of Zhdanovshchina. Tikhon Khrennikov, the 
Secretary of the Union of Soviet Composers, replaced him and implemented the 
Party decisions? It was not until the death of Stalin that this iron grip over the arts 
came to a � end. ‘ 
II. The Awards for Cultural Intelligentsia- Honorary Titles and Stalin Prize 
Beginning in the 1930s, the Soviet Union developed several systems of awards for 
contributions to culture. After the Second World War, the scale of recognition and 
reward amounts increased extensively. Besides being a form of recognition, the 
awards also functioned to form hierarchies among music elites and shape the 
public's taste and expectations.^^ The two major types of rewards were the 
honorary titles and the Stalin Prize. 
Honorary Titles were the most significant type of reward. Musicians could receive 
four titles after 1936: People's Artist of the Soviet Union (Narodnyi artist. SSSR), 
People's Artist of the Republic (Narodnyi artist respubliki, e.g. Narodnyi artist RSFSR), 
Honored Figure of the Arts (Zasluzhennyi deiatel' iskusstv), and Honored Artist 
(Zasluzhennyi artist)尸 People's Artist of the Soviet Union was the most prestigious 
award issued by the USSR government, which Prokofiev also received.^^ Besides a 
monetary reward, it also included housing benefits, medical care and a retirement 
pension.ss 
丁he former chairman was Boris Asafyev, who bore an honorary title only. 
“Tomoff, 235-236. 
S3 Tomoff, 236. 
Tomoff, 240. _ 
ss Tomoff, 236. " 
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The second most important award was the Stalin Prize, which was first announced 
at the end of 1939, commemorating Stalin's sixtieth birthday. It entailed both large 
cash payment and a prestigious title, "Stalin Prize Laureate/'^® The three different 
classes of award offered a monetary reward ranging from twenty-five thousand to a 
hundred thousand rubles. Three of the creative categories of Stalin Prize were 
related to composers, namely large staged musical and vocal compositions (opera, 
ballet, oratorio, cantata), large instrumental compositions, and compositions of 
small forms. Each of Prokofiev's later works for children secured a Stalin Prize (or 
Lenin Prize, as it was renamed after Stalin's death}? 
The Stalin Prize Committee (KSP) nominated, considered, evaluated and selected 
candidates in the field of arts, and later those in science and t e c h n o l o g y， i t was an 
important interface between Soviet political authority and cultural elite. Khrennikov 
was first appointed as assistant to the subcommittee chair, Boris Asafyev. After 
Asafyev's death； he became the head of the music subsection " After that he was 
able to transfer Stalin's opinions into the prize adjudication process, hence shaping 
public opinion. The majority of the Committee's members were literary and 
theatrical figures. The third largest group of members by occupation was composers, 
including Dmitri Shostakovich, Nikolai Miaskovsky and Uzeir Gadzhibekov and lurii 
Shaporin.6° The evaluation for the Stalin Prize could be subjective, when the Stalin 
Prize Committee focused on whom they wanted to award (and hence support) 
Tomoff, 236. 
57 Winter Bonfire and On Guard for Peace together earned a Second-Class Stalin Prize. The Seventh 
Symphony received the Lenin Prize a few years after the Prokofiev's death. However, Stalin Prize was 
what Prokofiev aimed at getting when he was composing the Seventh Symphony. 
Tomoff, 246. 
Tomoff, 249-250. . 
® Tomoff, 248. 
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rather than the merits of the compositions.®^ In any case, the Stalin Prize 
Committee was crucial to the consolidation of authority over composers while it 
provided them with material privilege. 
III. All-Union Radio Committee 
Radio broadcasting developed rapidly in the Soviet Union after the First World 
War.62 Beginning in 1917, Lenin and the Bolsheviks manipulated the radio as a 
medium to spread their political message to the mass population, so as to stabilize 
their power尸 In April 1918, the Council of People's Commissars centralized radio 
telephony to provide an "evenly distributed service throughout Russia."^ The 
Commissariat of Posts and Telegraphs was responsible for constructing radio 
stations in different cities. In June 1925, the Radio Commission was created to 
manage the "ideological and artistic aspects of 'radio agitation'." ^ ^ The next 
important development came in 1933, when the All-Union Committee for 
Radiofication and Radio-broadcasting (VRK) was established under the Council of 
the People's Commissars USSR.®® It was firstly responsible for both programming 
and transmission, while a few months later the latter was left to the Commissariat 
of Communications to handle? This Committee was much more enduring than its 
predecessors and it functioned until mid 1949, when the Committee on Radio 
Information, attached to the Council of Ministers, assumed its role. 
Tomoff, 255. 
Burton Paulu, Radio and Television Broadcasting in Eastern Europe (Minneapolis: University of 
Minnesota Press, 1974), 32. 
Paulu, 33. 
“Paulu, 50. 
ss Paulu, 5 1 . . 
66 Ibid. As stated by the author, the word "Radiofication" came from the Russian word 
"radiofikatsiya". A meaningful transjation could be "radio development and expansion". 
“Paulu, 52. " 
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The All Union Radio Committee [Vsesoyuzn鶴 komitet po radiofikatsii i 
radioveshchaniyu) was led by a chairman and two associate chairmen, appointed by 
the Soviet of People's Commissars.®^ The Committee was divided into three boards: 
radiofication, central broadcasting and local broadcasting. The Board for Central 
Broadcasting was further divided functionally into departments such as propaganda 
and education, news, literary-dramatic broadcasts, children's broadcasts, and 
musical programmes.^^ 
The radio was largely popularized and enjoyed relative ideological freedom during 
the First Five-Year Plan in 1928-19327° After 1934, the Radio Committee began to 
exert pressure on local productions of programmes. Live reports were replaced by 
carefully prepared political statements, music and literary readings7^ Despite the 
disappearance of some exciting programmes, this was a boom time in musical 
programming. Musical educational programmes, lectures on music appreciation and 
talks by Soviet composers were introduced. ^^  The main purpose of radio 
broadcasting in the Soviet Union was to satisfy the cultural needs of the workers as 
well as to provide them with a sensible recreation/^ 
During the wartime, the music division was supervised by Dmitri Kabalevsky/'^ 
Radio Moscow provided eighteen and a half hours of programming daily, including 
Paulu, 52. 
Ibid. 
James von Geldern, "Radio Moscow: The Voice from the Center," in Culture and Entertainment in 
Wartime Russia, ed. Richard Stites (Bloomington: Indiana University Press, 1995), 46. 
71 Von Geldern, 46. 
72 Ibid. 
73 Rose Ziglin, "Radio Broadcasting in the Soviet Union," in Radio: The Fifth Estate, ed. Judith Gary 
Waller (Boston: Houghton Mifflin, 1950), 71-72. It was suggested by Ziglin that "unhealthy 
sensationalism" was avoided in the programming. 
Simon Morrison, The People's Artist: Prokofiev's Soviet Years (Oxford and New York: Oxford 
University Press, 2009), 477. 
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fourteen editions of "The Latest News/' five children's programmes, four 
programmes of letters to and from the front, three literary and eighteen musical 
programmes. Music dominated the programming, occupying over ten hours a day/s 
Generally, there were two hours of children's programming per day/® The purpose 
of broadcasts for children was to assist the education in school and to induce their 
interest in learning. It provided them with literary and historical knowledge, and 
cultivated an appreciation of music. There were eight specially designed "brigades" 
to serve the diverse audience of children； including "The radio reading room", "The 
club of curious-minded children", "The music for children" and the "Pioneer Bonfire': 
to name a few7^ Some children's programmes were marked by political supervision, 
when the roles given to children to play, usually Pioneers, were reflections of adult 
roles such as brave fighters or martyrs. However, there were also readings of great 
children literature by Samuil Marshak (librettist of Prokofiev's Winter Bonfire and On 
Guard for Peace), Agnia Barto (who wrote text for Prokofiev's Chatterbox from Three 
Children's Songs) and Lev Kassil'. Moreover, there were plays written specifically for 
children as 
All of Prokofiev's works for children composed after the late 1940s were closely 
related to the All-Union Radio Committee, as they were commissioned by Sergey 
Balasanyan. Balasanyan served as the deputy director and he was responsible for 
music programming, when Prokofiev was collaborating with the Radio Committee/® 
75 Von Geldern, 48. 
76 Ziglin, 68. 
^ Ziglin, 68-69. 




in the 1940s, despite the relative artistic freedom granted, ironically, by the war, 
another wave of music censorship, Zhdanovshchina, seriously affected composers' 
careers and also their style of writing. This time, Prokofiev was one of the major 
targets of criticism too. In fact, the regime implemented double control over music. 
On one hand, Zhdanovshchina warned the composers about the increased 
censorship of "formalistic works/' while on the other hand the rise of the 
mechanism of Stalin Prize encouraged composers, through monetary incentives, to 
compose according to the official taste. Curiously； all of Prokofiev's children's works 
were awarded the Stalin Prize, which hinted that Prokofiev, when composing these 
works, conformed more or less to the artistic requirements of the regime. After 
Zhdanovshchina, official commission was crucial to the recovery of Prokofiev's 
career. Not surprisingly, the Radio Committee, one of the government bodies which 
was involved in both music and children matters, became a major propelling force in 
the genesis of Prokofiev's later children's works, which I will discuss shortly in the 
next chapter. 
8° The collaborators from the Radio Committee and other government body were more influential to 
the compositional process of these works as well, which I will discuss in detail in chapter 5. 
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Chapter 5 Prokofiev and His Later Children's Works 
I. Prokofiev's Late Years 
Prokofiev faced a troubled time in his late years. Firstly, he suffered from severe 
illnesses, which greatly restricted his creative output. From time to time, he was 
confined to bed by doctors and prohibited from working physically, although that 
would not stop him from creating new melodies in his mind/ On July 7 1949, he 
suffered a stroke, further worsening his health problems, which had been evident 
since 1945.^ In the spring of 1950, Prokofiev was admitted into the Kremlin Hospital. 
He was allowed by his doctors to work only twenty minutes per day, and only after 
hard persuasion on his part.^ During the short period of hospitalization, he read 
whenever he could for creative stimulation, but preferred children's tales such as 
The Headless Horseman to serious writings.^ Secondly, a number of his close friends, 
Eisenstein, Asafiev, Miaskovsky and Pavel Lamm, passed away during the years 1948 
to 1951.5 Prokofiev had to deal with the grief and loneliness caused by those 
losses.® Thirdly, Prokofiev's musical career had not yet recovered from the sharp 
criticisms of the Zhdanovshchina. Despite the plentiful time and effort that he 
devoted to operas, neither The Story of a Real Man nor War and Peace was 
accepted for production after the "closed" previews in Leningrad theatres in 
December, 1948/ The performances of his compositions were suspended and 
1 Israel. V. Nestyev, Prokofiev (Stanford, Calif.: Stanford University Press, 1960), 409. 
2 Simon Morrison, The People's Artist: Prokofiev's Soviet Years (Oxford; New York: Oxford University 
Press, 2009), 357. For more information about his health condition in 1945, read Morrison 252. 
3 David Gutman, Prokofiev (London; New York: Omnibus Press, 1988), 156-158 
4 Morrison, 358. 
s Pavel Lamm(1882-1951) was a well-known musicologist and pianist, who was born in Moscow 
1882. He was the music professor at the Moscow Conservatory from 1919 until his death. From the 
early 30s, Lamm's family and Miaskovsky spent summers in Nikoiina Gora, with Shebalin and 
Prokofiev as neighbours. See "N. Myaskovsky > Pavel Lamm (1882-1951)," Nikolay Myaskovsky- The 
Official Site, http-.//www.mvaskovslo/.ru/?id=18 (Accessed 4 July, 2011). 
6 Gutman, 155. — 
7 Gutman, 164. 
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hence affected his financial situation； as discussed in the previous chapter. 
Consequently, Prokofiev became uncertain about his style of composition, as noted 
by Nicolas Nabokov, 
All these years he thought he was doing exactly the kind of work his 
government wanted; that is； writing simple and easily 'consumable' 
music ... Suddenly he began to doubt his own interpretation of the 
government's decrees and to wonder what he should do next ... his 
remaining artistic integrity quite naturally revolted against the very 
idea of conformity for conformity's sake, a conformity which was not 
based on his own beliefs and ran counter to his artistic freedom. 
Despite all the difficulties, the Radio Committee, especially the editorial staff of the 
Children's Radio Division provided much encouragement and help to Prokofiev in 
the later years of his career. Earlier in 1949, the Radio Committee already asked 
Prokofiev to compose a few popular dance pieces, which later became the Pushkin 
Waltzes (Op. 120). Moreover； all of his children's works composed in the late 1940s 
were commissioned by the Radio Committee. The preliminary successes of the 
symphonic suite Winter Bonfire (Op. 122) and the oratorio On Guard for Peace (Op. 
124) led to the commissioning of the Seventh Symphony (Op. 131)/° These three 
compositions were written for the children's programming division； hence they were 
aimed at young audiences. 
II. Prokofiev's Later Children's Works 
Winter Bonfire (Op. 122) 
In October 1949, after he had just recovered from a bout of illness, Prokofiev started 
to compose Winter Bonfire, a new symphonic suite for children, commissioned by 
8 Gutman, 161. 
® Nestyev, 410. 
10 Morrison, 360. Another work, The Meeting of the Volga and the Don, was also commissioned, yet 
it will not be discussed here since it belonged to the adult programming division. 
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the Radio Committee.u Samuil Marshak, a popular author of children's literature, 
provided the text for the adult narrator's recitation as well as the text for the chorus 
sung by boys choir." There are varied interpretations of Prokofiev's intention to 
start writing children's music after a ten-year break. Gutman suggested that it was 
induced by his failure in securing productions of his theatrical works, The Story of a 
Real Man and War and Peace, yet he did not further explain his reasons for this 
speculation" Indeed, the commission from the Radio Committee represented a 
solution to his worsened financial situation after Zhdanovshchina, when many of the 
performances of his works were cancelled or banned. Moreover, writing a simplistic 
work like Winter Bonfire suited Prokofiev's health condition well, as he was 
prohibited from working extensively. Furthermore, as this composition targeted 
children and was to be broadcast on radio, clarity and simplicity thereby became an 
intentional purpose. Therefore, he could avoid being criticized, especially by the 
critics from Europe and America, for writing music that was too simple, or for being 
an uneven composer, a criticism with which as Shostakovich was often charged.^^ 
Regardless of his personal concerns, the intention of the commission was apparently 
related to the approach of the thirtieth anniversary of the Pioneer movement/^ 
Winter Bonfire was premiered on air by the Radio Symphony Orchestra and a boys 




“Critics found that Shostakovich's "official works" were inconsistent with his other creative output. 
Pauline Fairclough, "Slava! The 'Official Compositions'/' in The Cambridge Companion to Shostakovich, 
ed. David Fanning (Cambridge and New York: Cambridge University Press, 2008), 259. 
Catriona Kelly, "At Peace with the Wolf? Prokofiev's "Official" Soviet Works for Children," Three 
Oranges Journal 12 (2006): 4. The Pioneer movement was found in 1922. For more details, refer to 
chapter 2. 
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March 1950/6 Miaskovsky's diary on 10 April 1950 has an entry about this work: 
"Recently heard Pr's charming children's suite to verses by Marshak on the radio. 
Very imaginative and witty"? The work was published shortly later by Muzgiz, the 
state music publisher, in 1951.^ ® 
Akin to his previous children's works, Winter Bonfire had a simple and youthful 
character. Indeed, the contract for the work specified that it "must be accessible for 
children."" While Music for Children had depicted the lovely summertime around 
Moscow, Winter Bonfire set the scene in the snowy winter of the Russian 
countryside. Like Peter and the Wolf, this work's narrative involves Pioneers, yet the 
focus here is on the collective identity of a Pioneer group rather than an individual, 
Peter. Dorign? suggested that this work mainly aimed at preparing youngsters to 
join the Pioneers and the Octobrists, rather than educating them about music and 
instruments, as is evident in Peter and the Wolf}° Moreover, in Robinson's view, 
this work was completely free of any hint of irony, in comparison with Peter and the 
Wolf, which has the "rebellious" protagonist Peter.^ 工 
Winter Bonfire is an orchestral work in which the recitation of poems precedes the 
eight brief titled movements. Exceptions are the fifth movement "A Gathering of the 
Pioneers；' as the poem is set directly to the music sung by the boys choir and the 
Nestyev, 413, Morrison 359. 
17 Gutman, 164. 
18 Nelly Kravetz, "Prokofiev and Atovmyan: Correspondence, 1933-1952," in Sergey Prokofiev and His 
World (Princeton: Princeton University Press, 2008), 254, fn. 3. 
“Morrison, 469, fn. 44. 
Michel Dorign? Serge Prokofiev (Paris: Fayard, 1994), 679. For more information about Pioneers 
and Octobrists, refer to chapter 2. 
21 Harlow Robinson, Sergei Prokofiev: A Biography (London: Robert Hale, 1987), 487. 
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last movement "Return/' which is merely a musical repetition of the first movement. 
The structural design of Winter Bonfire is summarized in the table below: 
Meter Tempo Form Key 
1. Departure Recitation of Text 
A/A Allegro ABA C 
.� giusto +intro. 
2. Snow Outside the Window Recitation of Text 
3/4 Andante ABA C 
dolce 
3. Waltz on Ice Recitation of Text 
“ ^ Tempo di ABACA - I B-flat 
r valse +intro. 
.codetta 
4. Bonfire Recitation of Text 
, 4 ^ 4 Andante ABA C 
maestoso .codetta 
5. A Gathering of Pioneers 
6. A Winter Evening Recitation of Text 
,A/4* (^4) Andante ABAB G 
..... ‘•• •  . 
\ ； “ dolce +codetta .： 
7. An Excursion March Recitation of Text 
够 Tempo di ABA C 
: marcia +intro. 
8. Return Allegro ABA C 
giusto .codetta 
Table 4. Structural Diagram of Winter Bonfire^^ 
The text describes the journey of the Pioneers； who have travelled from city to 
countryside by train in order to visit a collective farm. Although the composition 
narrates a continuous story, each musical movement is preceded by a recited poem, 
22 Remarks: 1. The shaded area indicates that those sections consist of instrumental music. 2. The 
specially deepened shading (in the area of movement 5) indicates the co-existence of both 
instrumental and choral music, which is unique among other movements. 3. The thick double line 
indicates the separation of musical passages. 4. The asterisk indicates that the main tempo of the 
sixth movement is 4/4, while there is a temporal tempo change to 2/A in the middle of the movement. 
112 
hence they are separated into single units. Such clear division between text and 
music is also observed in Peter and the Wolf. It saves time if the composer is not 
responsible for setting the text to music, reduces the effort of collaborating with the 
librettist, and at the same time allows more freedom for the music to develop. In 
addition, spoken text is easier for children to comprehend and more accessible to a 
radio audience. Probably for similar reasons, recitation of text is also prevalent in 
the next children's work On Guard for Peace. 
Winter Bonfire is the simplest composition among Prokofiev's later works for 
children in terms of scale, structure and harmony. The work takes approximately 
twenty-six minutes to perform, yet the duration of the music itself is around 
eighteen minutes. The remaining time is required for the recitation of text. The 
orchestration is also the thinnest, similar to that of Peter and the Wolf. 
In general, the eight movements are constructed in an alternating 
fast-slow-fast-slow pattern. The fast movements depict actions and activities, while 
the slow movements describe the landscape. Some of the movements and 
7th and 8th) g^g linked musically without any interruption of recitation. Morrison 
suggested that the eight movements are structured in a symmetrical form.^^ The 
first movement is balanced at the end by the seventh, "An Excursion March/' and 
the last movement, "Return," with their shared use of the "locomotive theme" and 
their common energetic mood. 
23 Morrison, 359. 
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Fig. 20 Theme of locomotive 
The sentimental second movement "Snow outside the Window" is paired with the 
slow dolce sixth movement, "A Winter Evening." Those movements mentioned by 
Morrison are indeed connected musically, yet the linkage is rather loose. Concerning 
the musical form, most of the movements are ternary, while some of them have an 
introduction or a short codetta attached. Sections within each movement are 
typically clear cut and can be easily distinguished from one another. 
Aside from the fifth movement, the text for Winter Bonfire is structurally distinct 
from the music, since the two are separated respectively as recitation and 
instrumental movements (see Table 4). The music following each poem generally 
interprets what the text has described in a loose programmatic fashion. In the only 
choral section, however, the music is partly strophic, and does not "paint" the text. 
In general, the text provides narrative while the music portrays the atmosphere. 
The relationship between music and text can be explained by analyzing the first 
movement. It begins with the recitation of a text of thirty six lines. First, it describes 
a group of pioneers who arrive at the train station in early morning. The sound of a 
whistle is heard, after which the kids hurry to get on to the train. The train then 
starts moving, with the engines starting. The houses of the centre of Moscow move 
further away while the landscape of the Moscow suburbs gradually appears. 
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in response to such a lengthy literal description, the music begins with a horn call, 
which signifies the commencement of a journey. 
_ 师 「 " 丨 _ 山 」 均 ’ 職 “ “ 丨 
/ > > 
Fig. 21 Horn call at the beginning of the first movement, Winter Bonfire 
Afterwards, a regular ostinato played by strings, timpani and tamburo signifies the 
running of the engine. The dynamic level gradually increases from piano to forte, 
while the rhythmic patterns become denser in the violins and violas, suggesting that 
the engine starts from stationary to a steady speed. 
iTni I I , I , I I r I , I I • I Timp. yi. , ~ • ii r f ‘ d ^ d I n r * r ： 
T.ro n 厂 1 - i ^ i ^ ^ i t t j " i ^ 
P crtBC. 
I: U • 4 ' ^ ' i ' I J—— 4- “ 职 j 
丨^ ‘力（力（力 
n - rrm」^^」'"？ n 广 ^ n J 
Bon dlr, 
i ‘ j ‘ 喝 I j I 
^ r I ” ‘ f ^ ^ I . 
Fig. 22 Engine sound signified by the ostinato in first movement, Winter Bonfire^^ 
Afterwards； the theme of locomotive (Fig. 20) enters to depict the experience of 
being on the train, signifying the beginning of section A. The episodic B section is 
inserted in the middle, depicting the landscape of the suburbs. The new theme from 
the episode enters in A-flat major and modulates through E major and back to C 
major. Finally, section A returns with the theme of the locomotive and concludes the 
movement with a ritardando, together with the ostinato, suggesting that the train 
has arrived at its destination. 
The score quoted is copied frornthe score p. 16. Sergey Prokofiev, Winter Bonfire: Op. 122, 
commentary by Minoru Morita (Tokyo: Zen-On Music; New York: Distributed by Hal Leonard, 1998). 
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As Winter Bonfire was written for children and radio broadcast, it is rather simplistic 
and hence accessible to the audience. The first (and its reprise as the last movement) 
and the seventh movements are unusually conventional in their use of tonality. For 
instance, the first movement, "Departure/' is in C major, with the middle section 
exploring the tonal areas of A-flat major and E major. The opening section is 
exceptionally diatonic, without a single non-harmonic note in its nearly fifty 
measures. Non-harmonic notes are rarely found even in later passages that 
modulate. Keys used are limited to third relations with C major. In the fifth 
movement, the sections with chorus are in F major and completely diatonic. The 
middle instrumental interlude shifts to Db major and is decorated slightly by 
chromatic inflections, yet it is a very short passage. 
Other significantly simple movements are the fourth and the fifth movements, 
"Bonfire" and "A Gathering of Pioneers." Their labels recall the title of the work and 
the Image of the bonfire. The fourth describes the process of starting a bonfire, 
which is completed at the end of the fifth movement. The two movements can 
actually be perceived as one since the fourth leads to the fifth directly via a 
connection of four measures: 
. accel. 
Fl. d j j j I j j I j j jl'^ I j j j ^ 
|f f f f |f f f f |ff f f I 
P 
Fig. 23 Four-measure connection between fourth and fifth movements, Winter Bonfire 
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The connection is placed at the end of the fourth movement, after the previous 
musical episode has come to a close. Therefore, it resembles an introductory 
passage to the fifth. 
The fourth is in fact the shortest movement of all, consisting of only thirty-eight 
measures (if the final four measures are omitted) in ternary form. The A section 
represents the bonfire. The bonfire is initially depicted through a main melodic 
motive played by four horns； accompanied by the tremolo of strings. 
J I J I ^ " i u .1 11 J I N I I - ir 
Fig. 24 The "Bonfire motive/' 4伪 Movement of Winter Bonfire石 
The motive itself covers two octaves, with notes gradually climbing above, vividly 
depicting the growing of the fire. To further depict the fire growing bigger, Prokofiev 
thickened the texture, widened the extremes of the registers, and also increased the 
volume of the tremolos. It is then followed by a short, slightly chromatic B section. 
The A section returns with an enlargement of orchestration and embellishments 
performed by the celesta in particular. 
The fifth movement is constructed similarly in ternary form articulated as 
choral-instrumental-choral, with a short codetta attached. Again, the harmony is 
completely diatonic. The choral sections consist of the only choral passages in the 
whole composition, with the boys choir singing a homophonic strophic song. 
According to Levon Atovmyan, the text for the chorus was written after the music 
was composed.26 丁卜已 choral section has a fairly simple structure, which consists of 
three sets of eight-measure units. Each unit has two four-measure musical phrases. 
恐 All the names of the motives used in analyzing Winter Bonfire are given by the author. 
Kravetz, 258. 
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The first phrase is either phrase A or B, while phrase C proceeds afterwards to 
conclude each unit. 
p g j J j j I J J j j | j > J j J j J J 
Fig. 25a- Phrase A of the chorus, Movement of Winter Bonfire 
j … 丨 丨 … J i N I 丨 叫 _ 
Fig. 25b- Phrase B of the chorus, 5协 Movement of Winter Bonfire 
"I丨'丨、1:1 p p i 
Fig. 25c- Phrase C of the chorus, 5伪 Movement of Winter Bonfire 
Phrase A is more akin to C in that they have a three- or four-part homophonic 
texture respectively while phrase B is performed in unison. New text is set to each 
musical phrase upon their reappearances, with the exception of the final phrase C 
which repeats with the same text before the close of this choral section. Therefore, 




A Throw twigs into the fire, so that the flame rise higher. 
C Two korkhoz welcome Pioneers from Moscow. 
A We throw twigs in, and add branches. 
C We invite children of the korkhoz to sit closer to the fire. 
B Our bonfire burns crackling, and cinders spark. 
C Let our lively singing voices resound, accompanied by the cheerful 
crackles of the flame. 
C [repeated] 
Table 5. Structure of the choral section" 
A short instrumental interlude of slight Prokofievian chromaticism then follows?® 
Afterwards, the whole choral section is repeated, excluding the second unit of AC 
(shaded in the table). The codetta is actually an exact repetition of the "bonfire” 
passage of the previous movement, pasted right after the end of the chorus. The 
only difference is that a concluding passage of ten measures is added. 
Blok made an interesting observation, noting that the phrase A (Fig. 25a) greatly 
resembles the Cavalry Song in Over the Bridge, the second movement of Prokofiev's 
earlier cantata from 1937, Song of Our Days (Op. 76).^ ^ 
丨 H r 丄 ％ " i r i � ^ ^ 
Fig. 26 Recurring phrase in Over the Bridge from Song of Our Days^° 
The cavalry song is even in the same key, F major. While the former is sung by male 
chorus in the 1937 cantata, the latter is delivered by boys chorus in Winter Bonfire. 
27 The English translation is by Hiromichi Matsui. Sergey Prokofiev, Winter Bonfire: Op. 122, 
commentary by Minoru Morita (Tokyo: Zen-On Music; New York: Distributed by Hal Leonard, 1998). 
"Prokofievian chromaticism" refers to the idiosyncratic harmonic language of Prokofiev, siginifled 
by the unusual chromatic harmonies placed in a diatonic context, which are often regarded as the 
"wrong notes'^  
^ Vladimir Blok, "Prokofiev's Music for Children" in Sergei Prokofiev: Materials, Articles, Interviews 
(Moscow: Progress Publishers, 1978), 151. 
3 � T h e score is transcribed by the author. 
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Aside from its reference to the cavalry song, the accompanying figure of the 
locomotive in Winter Bonfire is also found, and hence possibly adopted from, the 
March of Song of Our Days. Prokofiev's practice of self-reference is more evident in 
the children's music composed in late-1940s, as it occurs also in the Seventh 
Symphony, which will be discussed later. 
The most, and probably the only typical, Prokofievian movement is the Waltz (3). It 
is characteristic of Prokofiev's style with the use of "wrong notes" throughout the 
movement adding wit to the music. 
I j i i . i i j M j M H i i I I I i i r I I I I I I : 
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Fig. 27 Opening theme of the Waltz 
There are also Prokofievian passages in the second, fourth and fifth movements, 
characterized by the characteristic use of witty chromatic displacements. 
Nonetheless, they are usually placed in the B sections, framed by the plain diatonic 
A sections at the beginning and the end. 
To summarize, the doggedly-simplistic style of Winter Bonfire may have resulted 
from a few factors. First of all, Prokofiev's illnesses affected his ability to devote time 
to this composition. As discussed above, many passages are indeed repetitions 
I 
within a movement or even across movements, saving him much time. In addition, 
the limited chromaticism, which is often "diluted" by diatonic sections, may reflect 
Prokofiev's uncertainty about the stylistic expectations of the regime after 
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Zhdanovshchina; so he employed musical materials with exceptional caution, 
avoiding any potential for censure. 
The award of a Stalin Prize for Winter Bonfire proves the warm reception it received 
in the Soviet Union. Even after the Stalin era, there were still positive remarks 
concerning this work. N. Rogozhina commented in 1964 that Winter Bonfire 
displayed Prokofiev's "inexhaustible imaginative r a n g e d |n Europe, although 
Winter Bonfire is less known than On Guard for Peace, it was positively received. 
Early in the July of 1950, there was a request from a French publisher for the 
publication of the score of Winter Bonfire, handled by a publishing organization 
named VOKS.^^ 
On Guard for Peace (Op. 124) 
When he was working on Winter Bonfire and the Cello Sonata, Prokofiev observed 
the successful reception of vocal-symphonic works by Shostakovich [Song of the 
Forests) and other composers, which may have helped draw his attention to the 
oratorio as a genre” At the same time, the novelist Aleksandr Fadeyev, member of 
the Central Committee, authorized Sergey Balasanyan, deputy director of the Radio 
Committee and officer of music programming, to commission an oratorio from the 
composer.34 This became the second post-war children's work composed by 
Prokofiev, titled On Guard for Peace (Op. 124), which was premiered on December 
19,1950. 
Nina Rogozhina, Vokal'no-simfonichesk'ie proizvedeniia S. Prokof'eva, (Leningrad: Muzyka, 1954), 
109 and 115, quoted in Kelly, 3. 
Kravetz, 254. 
Nestyev, 418. — 
^ Morrison, 359. 
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Prokofiev mentioned his inspiration with respect to this work in a short article 
"Music and Life" published in 1951. 
I did not seek this theme either, nor did I select it from a number of 
others. It sprang from life itself, my life and the life of my people …It 
tells of the grim days of World War II, of the tears of mothers and 
orphans, of towns swept by fire, of the terrible trials that fell to the 
lot of our people; of Stalingrad and the victory over the enemy; of 
the radiant joy of creative labour, of the happy childhood of our 
children, in this composition I have sought to express my ideas about 
peace and war, and my firm belief that there will be no more wars, 
that the nations of the world will safeguard the peace, save 
civilization, our children, our future.^^ 
Indeed, the war losses were so massive that Soviet citizens were strongly attracted 
to pacifist ideals. The concern of ensuring the welfare of children by avoiding war 
was also manifested in the International Children's day, which was celebrated for the 
first time on 1 June 1950.站 Through this occasion, the state could highlight their 
caring for children and criticize the capitalist practices in the West)? No matter 
what the real agenda behind this festival was, the theme of war and childhood was 
timely, finding a receptive audience during that period among the Soviet citizens as 
well as the regime. 
Due to the choice of a theme so closely tied to current propaganda, the regime paid 
particular attention to the oratorio so as to make sure that it was accessible to the 
mass public and ideologically correct. Consequently, the genesis of the work was 
constantly supervised and revised by different people from the Radio Committee 
and the Central Committee. 
^ Sergei Prokofiev, "Music and Life," in S. Prokofiev: Autobiography, Articles, Reminiscences, ed. S. 
Shiifstein (Honolulu, HI: University Press of the Pacific, 2000), 135. 
36 Kelly, 3-4. 
37 Ibid. 
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Fadeyev had a profound influence on the genesis of this work, ensuring the balance 
between pacifism and mil itarism严 As Prokofiev did not have any thoughts on the 
choice of librettist, Fadeyev first recommended Nikolay Tikhonov, a Stalin Prize 
winner and chairman of a committee for the defense of peace, yet the poet declined 
the offer due to his inexperience with children's literature.^® Ilya Ehrenburg, 
another candidate, suggested a sensitive scenario involving a U.S. nuclear attack on 
the Soviet Union. Fadeyev dissuaded Prokofiev from using this text, which would not 
have been acceptable in the current political situation.仙 Eventually, Fadeyev 
advised Prokofiev to work with Marshak again, and Prokofiev agreed. Nonetheless, 
Prokofiev had to obtain consent from Fadeyev, not Marshak, to adjust the libretto 
because of musical concerns. Marshak approached the task with unusual 
seriousness, and the text that he produced was highly expressive, as he probably 
knew that the work would be closely supervised by the regime. The poem was later 
published separately in a literary magazine Novy Mir (New World).^^ 
Samosud, the conductor-to-be of the premiere, involved himself actively in the 
compositional process； too. He insisted in emphasizing the sentimental helplessness 
of the people before "the enchanting beauty of Communism^ He once suggested 
releasing cloves during performances, a suggestion rejected due to technical 
problems. Moreover, Samosud pleaded with Prokofiev and Marshak to insert a 
number for boy soprano in the center of the score so as to appeal to the public. This 
/ 
eventually became the fifth movement, "We Do Not Want War," added after the rest 
朋 Morrison, 363. 
Morrison, 360. 
4° Morrison, 360-362. For further details about Ehrenburg's plot, see Morrison, 361. 
41 Nestyev, 419. 一 
42 Morrison, 364. 
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of the oratorio was completed/^ Marshak wrote two poems in response to 
Samosud's request. "A Letter from an Italian Boy/' which Prokofiev did not set, 
concerned an Italian schoolboy who protested against the shipment of rockets from 
the United States to Italy. "A Lesson in One's Native Language" was the poem the 
composer eventually set. It was about a classroom of children advocating peace in 
the world/^ The movement was eventually renamed "We Do Not Want War." 
Before the submission to the Radio Committee, Prokofiev sought an advance 
payment for his oratorio, which may reflect the seriousness of his financial situation. 
Normally, such a request could not be fulfilled because of the rules of the Radio 
Committee, yet Balasanyan persuaded Puzin, a Radio Committee official, to issue 
the advance, since the Committee was "very interested in [his] work/' as noted by 
Atovmyan in his letter to Prokofiev dated on July 11,1950.4s 
During a run-through of the score at the offices of the Radio Committee in late 
September, Atovmyan, Balasanyan, Samosud and the choral director Klavidly Ptitsa 
demanded a revision of the choral parts and the concluding movement so as to 
enhance the accessibility of the score to the a u t h o r i t i e s . Even up to the rehearsals 
a week before the premiere, the conductor and performers were still urging 
Prokofiev to thin the texture of the vocal lines, further simplifying the s c o r e . I n 
addition； the title of the oratorio was revised three times during the genesis, from 
Glory to Peace [Slava miru) to War for Peace {Voyna za mir) to A Word about Peace 
Morrison； 364; Kravetz, 261. 
料 Morrison, 354. 
It was observed in a letter from Levon Atovmyan to Prokofiev dated July 11,1950. Kravetz, 253. 
There was no evidence showing whether Balasanyan's persuasion succeeded eventually. 
恥 Morrison, 365. Atovmyan was Prokofiev's business partner, creative and personal assistant. 
Morrison, 367. 
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{Slovo o mire), until Atovmyan provided the final title.�8 Before the work's 
publication, Atovmyan also revised the harmony slightly, as he wrote to Prokofiev: 
"Although I didn't 'add' more music to the oratorio (in any event I tried not to), I 
treated the harmony in several places a little impolitely (chiefly with minor 
seconds)/'49 
After numerous amendments had been made according to the instructions from the 
Radio Committee and other authorities, Prokofiev became uncertain about his own 
creative output. During the night before the premiere of the oratorio, Mira, 
Prokofiev's second wife； recalled that "I can still see Sergei's anxious expression ... 
wondering whether he had succeeded in putting into the work what he wanted to 
express/'5° 
The first concert performance of Winter Bonfire and On Guard for Peace took place 
in the Trade Union Hall of Columns in Moscow on December 19,1950, as part of the 
concert series of new Soviet music from December 7 to It was nearly three 
years since, in the wake of Zhdanovshchina, that a concert exclusively devoted to 
Prokofiev's music had been organized." Unfortunately, no information about the 
radio premiere of the oratorio has yet to surface. 
The oratorio originally needed to be presented at the Union of the Soviet 
/ 
Composers before its public performance. However, for some reason the Union did 
48 Kravetz, 257. (Prokofiev and His World, Simon Morrison) 
Kravetz, 263. 
so Claude Samuel, Prokofiev (New York: Grossman Publishers, 1971), 152. 




not arrange a hearing until after the work's premiere on December 28-29” it was 
criticized for not bringing out the subject matter, the Cold War, effectively due to its 
"diffuse form and modernist syntax/' Nonetheless, Prokofiev still received the 
Second Class Stalin Prize for On Guard for Peace, together with Winter Bonfire, 
thereby regaining the blessing of the regime.-
On Guard for Peace is an oratorio of ten movements, performed by narrator, boy 
alto, contralto, boys choir, adult choir and orchestra. It is the most complex 
children's works by Prokofiev. In general, the harmonies, despite the repeated 
rounds of simplification requested by the authorities, are much more complicated 
and chromatic than those of Winter Bonfire, which was composed shortly before. 
Although this work uses a basically diatonic language, sometimes the tonality is 
ambiguous, particularly in the opening and concluding movements. 
The scale of On Guard for Peace is noticeably larger than Winter Bonfire as well. 
Besides the expansion of the vocal sections, the orchestra is enlarged with 
low-register woodwinds and brass. All ten movements are intended to be performed 
continuously without breaks, just like the movements of Winter Bonfire. However, 
aside from the first four movements, which are closely integrated, the remaining 
ones can be distinguished from each other clearly by changes of mood. Specific 
devices used to articulate the end of the movements are ritardando, the thinning of 
/ 
the texture and punctuating rests. The forms are relatively looser than those of 
Winter Bonfire, although there are a number of recurring themes which connect 
some of the movements. The loose structure may have resulted from the length and 
content of the text. Due to its complexity, the text is more suitable for a musical 
S3 Kravetz, 257, fn. 6. " 
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setting with a through-composed style. Moreover, unlike Winter Bonfire, the text of 
each movement in On Guard for Peace can be viewed individually as an integral unit, 
despite that they are connected by the common theme of war and peace. 
1 Scarcely Had the Earth Recovered Mixed Adult Choir, 
from War's Thunder Narrator 
2 To Those Who Are Ten Years Old Boys Choir, 
Boy alto, 
Mixed Adult Choir 
3 Stalingrad, City of Glory Narrator, 
Mixed Adult Choir, 
Boys Choir 
4 May Indestructible Peace Be the Mixed Adult Choir 
Heroes' Reward 
5 We Do Not Want War Boy alto, 
Boys Choir 
6 Dove of Peace Boys Choir 
7 Lullaby Contralto, 
Boy alto 
8 At the Festival of Peace Mixed Adult Choir, 
Boys Choir, 
Narrator 
9 A Talk on the Air Narrator only* 
10 The Whole World is Poised to Wage Mixed Adult Choir, 
War on War Boys Choir 
Table 6. The use of vocal entities in each movement of On Guard for Peace 
The vocal writing has greater variety and sophistication than that in Winter Bonfire. 
(See Table 6) The choral passages are still mostly homophonic, partly due to the 
requirements of the choral conductor to ensure comprehensibility of the text, 
especially since the work was to be delivered through radio broadcasting. 
Nonetheless, there are plenty of moments when different vocal entities are 
combined. Such rich combination of voices results in more diverse timbres. There 
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are at least two different vocal groups used in each movement aside from the fourth, 
which is sung by the adults' choir alone. Different vocal forces often sing 
simultaneously, as seen most prominently in the eighth movement, which blends 
the adult choir and boys choir. 
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Fig. 28 Before rehearsal number 55, eighth movement of On Guard for Peace 认 
Another example is the call and response between the boy soloist and the boys 
choir that occurs in the second movement. 
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Fig. 29 Rehearsal number 10, second movement of On Guard for Peace 
Moreover, the vocal parts of the adult choir are distinguished in order to highlight 
the different voices of men and women. The adult choir is the dominant vocal force 
in On Guard for Peace, and it is only absent in the three central movements, which 
represent the theme of childhood.^^ 
One idiosyncratic feature of this vocal composition is the narrator's role. In fact, the 
use of narrator is a common element in Prokofiev's large-scale programmatic 
children's music. In Peter and the Wolf, the narrator was used mainly for explaining 
从 All the score quoted in this section is from Sergey Prokofiev, On Guard for Peace: An Oratorio in 
Ten Movements, Op. 124 (Melville, N.Y.: Belwin Mills Pub. Corp, 1979). 
The meaning of "theme of childhood" will be elaborated in detail later. 
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the flow of the plot. It was inserted in between or within instrumental passage in an 
unmeasured manner. The narration in Winter Bonfire grew extensively and hence 
was separated as a distinct component, alternating with the music. In On Guard for 
Peace, the narrator speaks directly over instrumental passages. In order to match 
words to music, the rhythms of the text were even notated. Nestyev suggested that 
a narrator was used because of the wordiness of the text by Marshak, which was too 
long to be set entirely to the music，|t accounts for the lengthy unaccompanied 
recitation in the ninth movement, which is rather bizarre for a vocal composition. 
On Guard for Peace is atypical among Prokofiev's children's music, because of its 
unusual mixed styles of childhood and adulthood. In his earlier works, the style of 
childhood is clear no matter what the subject matter (stories about animals or a 
little girl) or what the musical atmosphere (transparent texture, tuneful melody, 
witty and light mood) was. In contrast, On Guard for Peace exhibits an unusual 
degree of seriousness in several movements that are filled with exhortations about 
war and peace, to an extent that one would not associate it with "children's music." 
These movements resemble more the style of the composer's earlier patriotic works 
for the regime, e.g. Cantata for the 20th Anniversary of the October Revolution 
(1936-37). Nonetheless, some movements still possess an innocent character of 
childhood, similar to his earlier compositions for children. 
I 
In the following discussion, I will differentiate these styles by referring to them as 
the style of childhood and that of adulthood. I will distinguish the styles by the 
musical and literary content. Musically, the children's movements are characterized 
by the sole use of children's voice (except for the alto soloist), higher vocal and 
ss Nestyev, 422. 
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orchestral registers, chamber-like sonorities (similar to the scale of Summer Day), 
use of diatonic idioms and few independent instrumental passages. The adult's 
movements, in contrast, have features such as a wide range of registers, rich 
orchestral textures, complex harmonies and thematic development. With respect to 
literary content, any text that is about children, for children or from the perspective 
of children will be regarded as exhibiting the style of childhood. Other topics such as 
about the war and the rebuilding of city will be considered as appropriate to the 
style of adulthood. Based on these criteria, I have summarized the different styles of 
movements in the following table: 
On Guard for Peace^ ^ Music Text 
1. Scarcely Had the Earth Recovered from War's Thunder A A 
2. To Those Who Are Ten Years Old A/C C 
3. Stalingrad, City of Glory A A 
4. May Indestructible Peace Be the Heroes' Reward A A 
5. We Do Not Want War C C 
6. Dove of Peace C C 
7. Lullaby C C 
8. At the Festival of Peace A C 
9. A Talk on the Air / A . 
10. The Whole World is Poised to Wage War on War A A/C 
Table 7. Summary of styles in music and text, On Guard for Peace^^ 
(A = Style of Adulthood; C = Style of Childhood) 
The first of the "children" movements, the fifth movement, "We Do Not Want War" 
has an innocent character. It starts with a thin accompaniment of detached and 
inverted F major triads played by the horns, very similar to the passage at the end of 
"Bonfire" in Winter Bonfire (see Fig. 23). The boy soloist first sings about a 
s7 The name quoted here followed the translation in Nestyev's biography. 
SB "A" stands for "style of adulthood", "C" stands for "style of childhood". For slashes, the letter 
placed at the front is the style more dominating. For example, "A/C" means that the style of 
adulthood is more prominent. • 
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classroom of children writing on the blackboard. "We Do Not Want War/' what they 
write, is sung by the boys choir. To emphasize the didactic tone of the text, Prokofiev 
ends this choral refrain with perfect authentic cadence, similar to a perfect textbook 
e x a m p l e ? The boy solo then resumes singing about how children build up their 
knowledge of words similar to the rebuilding of Stalingrad. Up to now, the texture 
remains thin, with either strings or woodwinds used. Afterwards, the climax in the 
form of a choral passage is reached, with the children advocating peace on earth. 
The climax is eventually suspended on a D-flat augmented triad with fermata. The 
adult choir then enters unexpectedly and concludes the movement, singing with 
scarcely any accompaniment that "This is how our Soviet children learn the 
language."®" 
The sixth movement, "Dove of Peace, is livelier.^ ^ The main motive, the "theme of 
the dove/' is similar to a nursery song with its tuneful melody and regular phrase 
patterns. 
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Fig. 30 Theme of the Dove, Movement of On Guard for Peace 
It is used extensively throughout the movement. Upon each recurrence, the theme 
is harmonically developed or has changes made to its orchestral accompaniment. It 
also reappears in the last movement, which will be discussed below. The 
orchestration is slightly fuller than that of the fifth movement, with more 
I 
instruments used to double and emphasize the frequently recurring theme of the 
Morrison, 364. 
60 All English text quoted in this chapter is translated from Russian by Elizabeth Long, from the liner 
notes of a recording. Sergey Prokofiev, On Guard for Peace, Op. 124, Royal Scottish National 
Orchestra and Chorus, Neeme cond. Prokofiev: On Guard for Peace; The Queen of Spades Suite, 
Chandos CD 10519, 2009. 
It was first named "Dovecote"/but renamed "Dove of Peace" eventually. Kravetz, 259. 
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dove. The text concerns a topic similar to that of the fifth movement: a Soviet lad 
releases a dove into the sky and hopes for peace. 
The slowest movement； the "Lullaby/' is more lyrical, beginning with a melancholy 
introduction featuring solo oboe. The alto soloist sings throughout, with the boy 
soloist responding to her twice. The text describes a mother singing to a baby, telling 
him that he does not need to be afraid since he is protected by "the child's best 
friend, he who lives in the Kremlin." The lullaby melody contains two parts, which 
appear alternatively. Each part has four lines of text. The first part has a cantabile 
melody, while the second part is more agitated and chromatic. As the melody keeps 
recurring, the relationship between text and music is not very close. The music only 
provides a general mood of calm. Again, the orchestration is thin. The strings take 
the major role of accompaniment, while the woodwinds are used occasionally. At 
the end of the movement, a brief instrumental passage appears as a coda, 
resembling the music box which puts children to sleep. 
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Fig. 31 The beginning of the codetta of the seventh movement, On Guard for Peace (starting 
from rehearsal number 51) 
The six-measure section begins with two measures of homophonic music played by 
celesta, harp and piano only. The strings join from the third measure till the end, 
synchronizing with the steady pulse of quaver beats established before. 
The "adult" movements are either played consecutively (first to fourth movements), 
or sophisticatedly linked to one another by the "theme of peace."" The use of a 
recurring theme In On Guard for Peace is more accomplished than that in Winter 
Bonfire. This cyclic theme appears throughout four movements in different forms, 
meters, keys and with different instrumentations. It is first heard in the introduction 
of the third movement, "Stalingrad, City of Glory/' played by trumpets, woodwinds 
and strings. 
The name of the theme is adopted from Nestyev. 
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Fig. 32 Theme of Peace, Movement of On Guard for Peace 
In the next movement, "May Indestructible Peace Be the Heroes' Reward/' it 
reappears, also in an introductory passage. The key remains the same (C major), but 
the texture is greatly reduced with the removal of the winds. In addition, the 
duple-time theme is played against the other instruments in triple time. In the 
eighth movement, "At the Festival of Peace," the theme is heard close to the end, 
this time both in vocal and instrumental sections. The text sung is "The choir of 
friendship is growing bigger and stronger, resonating throughout the world." Full 
orchestra has returned and the music modulates to D major. The finale, "The Whole 
World is Poised to Wage War on War," presents the theme of peace in varied forms. 
A few measures after the beginning, the theme is presented vocally by the adult 
choir, first in A major, immediately followed by E-flat major, with two different texts. 
The choir first sings "Do not shield the light of day with the disturbing shadows of 
darkness. The whole world is ready for war against war, all the honest workers/' 
which is followed by another new text "On Earth there is no more solid an "obstacle 
than the living who can, like Raymonda Dienne, counter weapons with their bare 
hands! The people； the people!"®^ The second text was actually quoted from the 
end of the ninth movement, which was recited without music. The durations of the 
two choral passages are compressed to half of their original value to suit the style of 
singing. The final appearance in E-flat major comes at the end of the whole work. It 
/ 
is slightly truncated so as to fit the authentic perfect cadence, since the original 
theme ends on the dominant. Instruments take up the theme again, accompanied 
by dense figures of semiquavers and triplets. 
S3 According to the translator, Raymonda Dienne was a young French woman who lay down in the 
path of oncoming railway in February 1950, so as to protest at her country's hostilities in Indochina. 
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Besides the theme of peace, the finale also brings back the "theme of the dove" 
from the recurring choral passage of the sixth movement. The first appearance of 
the theme in the finale is transposed to E-flat major. It is also sung by chorus, 
embellished by ascending scale-like figures in the celesta and piano. At the second 
appearance, the theme Is transferred to the orchestral parts, with the key 
transposed to C major. 
The second movement, "To Those who are Ten Years Old/' is a peculiar movement 
that combines both the style of childhood and adulthood musically. Its opening 
suggests an innocent style similar to that of the sixth, with a passage sung by 
three-part boys choir. 
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Fig. 33 The opening choral section of the second movement, On Guard for Peace 
However, the adult choir enters forcefully near the end, immediately after a soft 
section by the boys choir in ritardando, recalling how their fathers fought bravely in 
the war for their happiness. The adult choir then responds by asserting their strong 
will as soldiers. This section totally transforms the context into a serious 
declamation, acting as a link from the reminiscence of the gloomy war years to the 
optimistic ode to Stalingrad in the next movement. In fact, the second and the third 
movements are connected so closely together that they cannot be performed 
separately. The abrupt adult section can in this way be viewed as an anticipation of 
the next movement. 
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With regard to the text, the style of childhood can be observed in the second, fifth, 
seventh and eighth movements, the texts of which are addressed to (nos. 2, 7) 
children, about children (nos. 8, 10), or narrated from the perspective of children 
(no. 5). The style of adulthood is manifested by the serious topic, which is used 
pedagogicaily to instill certain values in the listening children. The first, third, fourth 
and ninth movements are of this style. These movements portray respectively the 
damage of the war, the rebuilding of Stalingrad, the urge for peace and the calling 
for protection for their own country. The tenth movement fits in between the two 
styles. It briefly mentions children at the end, while the subject matter is mainly 
serious； calling for war against war, for the cause of peace. 
There are numerous political implications in the text as well； especially in the last 
three movements. The text often refers to current events and the Cold War in 
particular. The text in the last two movements called for a movement against 
Washington's "plot" to transfer bombs to Belgium (Brussels) and France (Marseilles, 
Rouen, Dunkirk and Toulon) , These countries were opposed to the Soviet Union 
politically since they were members of NATO, which was founded in 1949. There is a 
strong political message in the text in the ninth movement； which reads, 
Let [Schuman] and Lee-Seung-man clear off with you! 
From the island of Taiwan, 
And from the shores of Korea, 
It's time for you to clear off at the double, 
To your homes over the o c e a n 严 
Lee-Seung-man (or Syngman Rhee), the first president of South Korea, was 
supported by the U.S., while Robert Schuman, once the prime minister of France 
“ T h i s may have been an imagined plot. However, as members of NATO, Belgium and France were 
allied with the US against the Soviet Union during the Cold War. 




and also one of the founding members of NATO, was surely another symbol who 
was perceived as allied against the Soviet Union. Taiwan was at that time supported 
by America in opposing its return to China. Therefore, all these countries and 
individuals, which represented anti-Soviet forces, were condemned. In fact, seldom 
were the texts with which Prokofiev worked so "realistic" and overtly political, 
particularly in a children's work. It seems likely that these references would have 
been beyond the comprehension of most children in the audience. They are more 
likely addressed to the authorities, rather than the children, as evidence of loyalty to 
the regime. 
Curiously, there are a few revisions of text in the 1979 published version.®^ Most of 
them concern the change of city or country names. The already obsolete name of 
"Stalingrad" is replaced by "Volgograd/' the current name of that city. Likewise, the 
names of a few countries were also changed. The removal of China (also Shanghai) 
and Albania reflected the uneasy diplomatic relationships between Russia and these 
countries around the 1960s and 1970s. In addition, all references to Stalin and the 
Kremlin were replaced by neutral subjects such as "you" and "we." 
To summarize, the movements that invoke a pure sense of childhood in both text 
and music are fewer than those using the style of adulthood (1 坑，3"^, 
lOth). 丁here are also a mixing of styles in music and text, as seen in the second and 
the eighth movements (shaded in the table 7). Interestingly, the movements with 
66 Sergey Prokofiev, On Guard for Peace: An Oratorio in Ten Movements, Op. 124 (Melville, NY.: 
Beiwin Mills Pub. Corp, 1979). ‘ 
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the style of childhood (5让，and seem to have been more popular or more 
successful, than the others, as they were published separately.®^ 
The dominating seriousness of the subject matter and musical atmosphere blurred 
the nature of this oratorio as a work for children. When compared to Prokofiev's 
other works for children. On Guard for Peace is apparently an anomaly: it was too 
"mature," considering the subject matter and the musical style, to succeed as a 
strict children's work. Even the collaborators from Central Committee and Radio 
Committee urged Prokofiev to simplify and insert more elements of childhood to 
the music. Prokofiev probably had no difficulty in writing simplistic music that was 
suitable for child audiences, as he had already demonstrated Winter Bonfire, 
composed just one year earlier. So, for what reasons did he choose to compose On 
Guard for Peace with such a mature musical tone that was even more serious than 
Shostakovich's oratorio for adults? 
One possible answer is that, Prokofiev composed the oratorio for the regime more 
than for children. Undoubtedly, the work was addressed to children, as is evident in 
the text of most of the movements. However, concerning its hybrid musical style, 
the oratorio was more likely a test of the regime's aesthetic requirements. After a 
series of failed opera productions, Prokofiev had grown uncertain about his musical 
style. On Guard for Peace, being an officially commissioned work, provided him with 
safe ground on which to experiment with music that would please the regime. The 
simple and easily consumable work Winter Bonfire had probably gained him trust 
again from the authorities. Therefore, he could push the limits further in the 
oratorio. Unfortunately； Prokofiev did not grasp the bottom line of the "official" 
“Kravetz, 263. “ 
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aesthetic requirements accurately enough. As a result, the oratorio underwent a 
series of revisions and hence the style became inconsistent. Prokofiev's wife, Mira, 
once responded to criticism of the "paleness" of this work, explaining that it was 
due to the composer's poor health and the medication which affected his 
concentration.®^ Nonetheless, Morrison provided another reason: "Prokofiev began 
the score, but it was finished by committee."^® 
Seventh Symphony (Op. 131) 
The last composition for children, the Seventh Symphony, was originally entitled 
"Children's Symphony" by Prokofiev. He reported to the press that he 
"contemplated writing a simple symphony, intended for young listeners, for the 
Children's Radio Divisional However, instead of a light symphony for children, he 
composed a rather extensive lyrical work. Therefore, he changed its title later, after 
taking the advice of Rostropovich, who argued that the work would appeal to adults 
also.72 Prokofiev mentioned that the Symphony was a tribute to youth and aimed to 
"reflect the spiritual beauty and strength of the young people of our country/"^ 
Mira provided supplementary information later in an interview with Malcolm Brown 




7° Morrison, 373. 
71 Nestyev, 429. 
72 Morrison, 373. 
73 Morrison, 374. _  
74 Ibid. The statement was found in a bulletin of the Telegraph Agency of the Soviet Union (TASS). 
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Prokofiev composed the Symphony from December 1951 to July 1952/5 By March 
20, 1952, Prokofiev had already completed the piano score, yet his health did not 
allow him to produce an orchestral score/® Anatoly Vedernikov helped Prokofiev 
much during the genesis. With reference to Prokofiev's detailed sketches, he 
finished the orchestral score by the first week of July as well as assisting with the 
four-hand piano arrangement, which was to be played by himself and Richter at the 
"audition" by the Union of Soviet Composers on August 26/7 p^okofiev was still 
insecure about the musical style of his Seventh, exhibiting similar worries to those 
for On Guard for Peace. After the audition, Kabalevsky recalled that: 
We found him ill in bed. He questioned us anxiously about the 
audition and brightened up at once when he heard that it had been 
successful. Again and again he asked us about it, as If he feared we 
had only been trying to pacify him, "Isn't the music rather too 
simple?" he asked； but he was not doubting the correctness of his 
search for a new simplicity; he merely wanted to be reassured that 
his creative quests had been understood and appreciated/® 
Prokofiev's compositional ideal of seeking a new simplicity, as he wrote earlier in 
1934, was still important to him. Nonetheless, he became more concerned about the 
reception of his musical language in his late years. 
Despite Prokofiev's lack of confidence in his work, Vedernikov reported that the 
"negative people" (Beliy, Koval； Goldenweizer), who were present at the audition, 
I 
7s Morrison, 373. The draft of piano score was dated March 20,1952. The final orchestral score 
dated July 5. 
76 Victor llyitch Seroff, Sergei Prokofiev,a Soviet Tragedy: The Case of Sergei Prokofiev, His Life & Work, 
His Critics, and His Executioners (New York: Funk & Wagnalls, 1958), 316. 
77 Seroff, 316. Anatoly Vedernikov (1920-1993) was a Russian pianist and teacher. He was friendly 
with Sviatoslav Richter since 1937. He had worked with Prokofiev on transcriptions and 
instrumentations of the composer's several works. For more information, see Aryeh Oron, 
"VEDERNIKOV Anatoly Ivanovich, Photo, Biography" 
httD://persona.rin.ru/ene/view/ffi/55739/vedernikov-anatolv-ivanovich (Accessed June 30, 2011). 
78 Gutman, 166. 
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appreciated the work and only had a few criticisms of the orchestration/® The State 
Radio Orchestra also accepted the work without requesting further amendments. 
The work was finally premiered on October 11, 1952, in the Trade Union Hall of 
Columns, Moscow, conducted by Samosud, Prokofiev managed to attend as well, 
and it was the last time that he attended a concert at which his own work was 
performed.®^ The symphony later was revised with an additional ending (which will 
be discussed shortly below), after the advice of Samosud. The altered symphony 
was later premiered by Samosud slightly later on November 6. 
The symphony was very well received in the Soviet Union. Shostakovich wrote in 
Sovetskoye Iskusstvo (November 12, 1952) that "it is truly joyful, lyrical, and 
delightful in its clear and bright content and its unusually fresh harmonic 
language."82 Khachaturian regarded the Seventh Symphony and also On Guard for 
Peace as "mighty patriotic compositions."^^ Time later reported on April 20, 1953 
that "Moscow applauded the Seventh Symphony at the world premiere last fall, and 
Pravda itself stamped it doctrinally OX"^"^ 
The Seventh Symphony is, strictly speaking, a serious composition, yet it exhibits 
flexibility in form and design, due to its nature as a work for children. Compared to 
his previous two symphonies (the Fifth and the Sixth), the Seventh is much more 
terse and has an extremely light and transparent orchestration, resembling the 
/ 
' ' T h e term "negative people" was directly quoted from the translation of Vedernikov's words. It 
probably refers to the people who criticized Prokofiev often. Morrison, 373. 
8�Seroff, 316. ‘ 
Ibid. 
Nestyev, 435. 
Aram Khachaturyan, "A Few Thoughts about Prokofiev/' in S. Prokofiev: Autobiography, Articles, 
Reminiscences, ed. S. Shiifstein (Honolulu, HI: University Press of the Pacific, 2000), 198.‘ ‘ 
Anonymous, "Music: Prokofiev's Farewell," Time, April 20,1953, ‘ 
http://wwAV.time.com/time/maRazine/artide>D.9171.8227fiq^nn h/mi (Accessed November 28, 2010). 
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sonority of his first symphony, the Classical. Robinson suggested that Prokofiev's 
retreat to a simpler style was due to the criticism of his previous symphony, 
particularly on its being "too full of jarring contrast and dense, expressionistic 
h a r m o n i e s . " 的 Moreover, the composer had to have considered the work's 
accessibility to children as well. From the perspective of length, the Seventh 
Symphony was much shorter than the Sixth. The former lasts for around 30 
minutes，which was three-quarters of the latter's length. Curiously, all of Prokofiev's 
late children's works last for around half hour, which may have reflected the 
requirement of the commissions by Radio Committee, and possibly, the limited 
attention span of children. 
The first movement is sentimental and structured using a variation on sonata form. 
The second is a waltz, one of the composer's favorite dances. The Adagio third 
movement draws Its inspiration from Prokofiev's earlier incidental music originally 
composed for Eugene Onegin, which was banned by the Committee for the Arts 
before the production was finished.®® The brisk finale concludes the work with a 
reminiscence of the first movement. 
In the first movement, the basic structural elements of a sonata form, such as the 
exposition of two main themes, development and the double-return of the first 
theme at the recapitulation, are all present. At the beginning, the first theme in 
/ 
C-sharp minor enters directly without introduction and commences the work with 
a lyrical and melancholy mood. 
Bs Robinson, 489-490. 
肪 ciive Bennett, "Prokofiev and Eugene Onegin/' Musical Times 121, no. 1646 (1980): 230-233. 
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Fig. 34 First theme, 1 坊 movement of the Seventh Symphony 
The second theme consists of long and cantabile phrases, with chromatic colorings 
in the second half. For Blok, the similarity to the "bonfire motive" (Fig. 24) 
suggested that the former anticipated the later. 
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Fig. 35 Second theme, 1 坊 movement of the Seventh Symphony 
The two themes were rooted in an almost exclusively diatonic harmony. The 
accompaniment of the first theme was almost as transparent as chamber-music 
setting, while that of second theme was richer, yet it composed of merely triplets 
and doubling of the melody. Such an opening would be comprehensible enough to 
young children. 
Aside from the above two themes, another theme from the closing section receives 
much attention as well. The "closing theme," is used in both the closing of the 
exposition and that of the recapitulation, characterized by a crafty and furtive 
character, induced by chromatic inflections in its rather thin accompaniment. This 
theme is a complete contrast to the sentimental mood of the first two themes. 
I 
“Blok, 151 “ 
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Fig. 36 Closing theme, 1 贫 movement of Seventh Symphony 
These three thematic ideas are of equal importance in that they all undergo 
transformation in the development section. While the first theme prevails in the 
first movement, the second and the closing themes are recalled at the coda of the 
last movement, concluding the whole work. 
The dominance of the first theme in the opening movement can be observed from 
the abundance of its appearances. It recurs seven times, not including its 
fragmented recurrences in the development, as mentioned by M o r r i s o n . ^ The first 
four statements occur 
in the exposition. The most unusual appearance of the first 
thematic material is found right after the bridge section, before the arrival of the 
second theme. The first theme is stated in the dominant minor key, G-sharp minor, 
the parallel key of the expected second theme, in contrast, the second theme is in 
the much more distant F major. This arrival of the expected key of the second 
theme with a reappearance of the first theme blurs the distinction between the 
two themes. Morrison even regarded this double appearance of the first motive in 
tonic and dominant as invoking the "monothematic sonata-form exposition" by 
Haydn. Despite this unusual exposition, the development is relatively simple and 
short. The three themes are manipulated one after the other. The recapitulation is 
肪 He suggested that total appearance of the first theme is seven times intact: first four in exposition, 
two in recapitulation and one in finale. His notion of an intact first theme is the initial four-measure 
theme only, hence the first theme appears twice already at its exposition. 
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fairly straightforward as well. The first theme returns tonally and thematically, 
while the second theme is transposed to the parallel major of the tonic, spelled 
enharmonically as D-flat major. D-flat major will become an important key at the 
finale, which will be discussed below. Thereafter, the closing theme again acts as a 
coda, concluding this movement quietly, bringing the key back to C-sharp minor. 
The second movement is a typical Prokofievian waltz. Constructed in a loose rondo 
form (ABCAB'C'A-coda), the waltz has a light-hearted mood in general. Chromatic 
slides； resulting in temporary modulations, convey Prokofiev's wit. The A and B 
sections are in F major, which are contrasted by the C section in C-sharp major. The 
lively theme of A section recurs throughout the movement: 
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Fig. 37 Main theme of section A in 2"廿 movement of Seventh Symphony 
Compared to the waltz in the third movement of Winter Bonfire, the second 
movement of Seventh Symphony is lengthier and more sophlsticatedly composed. 
The musical ideas are more extensively developed and a coda of new musical 
materials is added. As part of a symphony, it is comprehensible that a more 
elaborated style of writing is expected. Nonetheless, the movement exhibits an 
energetic pulse and exciting musical events throughout, which can draw children's 
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attention. The waltz had been a favorite genre for Prokofiev when composing for 
children. It first appears in Music for Children (the sixth piece), then in Summer Day 
(the third movement), later in Winter Bonfire (third movement) and finally in the 
Seventh Symphony. These waltzes for children are distinguished from Prokofiev's 
other waltzes by their strong diatonic roots, tuneful melodies and dominating 
major keys. 
The third movement commences with a highly expressive melody. It is in fact 
adapted from Prokofiev's earlier work from 1936, Eugene Onegin, incidental music 
for the play (Op. 71). 
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Fig. 38 Main theme in Scene 3: At the sister's home - Scene 7: Tatyanas's letter, 
Eugene Onegin, Incidental music from the play. Op. 71的 
The main theme from the Tatyana's letter scene was slightly varied at the beginning 
and became the material for the A section of the movement. The two themes 
sound nearly the same. 
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Fig. 39 Main theme in movement. Seventh Symphony 
The texture of A section is kept simple and thin, close to that of A Summer Day. 
Most of the high-pitch instruments were used to provide different timbre to the 
melody, while the accompaniment was played by horns, harps, pianos and strings. 
The B section (Fig. 40) is a short scherzo-like passage, contrasting with A. It has an 
innocent and childlike character, brought about by the waggish tune with 
chromatic deflections played by the oboe in A-flat major, which recalls the theme 
of the duck in Peter and the Wolf. The accompaniment is composed of the steady 
四 The score is transcribed by the author. 
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pulse of detached quavers played by the xylophone and the col legno strings, 
creating an even more transparent sonority than A section. The ternary form closes 
peacefully with the return of A, this time accompanied by thicker textures and 
arpeggiated figures in piano and harp. 
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Fig. 40 Beginning of B section in movement. Seventh Symphony®" 
/ 
The finale is a jocular march that starts in D-flat major, constructed in a loose 
ternary form. The A section consists of three themes, reappearing episodically and 
transformed each time. The following B section is much shorter, with another new 
theme introduced. The reprise of the A section returns to D-flat major and presents 
90 Sergey Prokofiev, Symphony No. 7, Op. 131 (New York: Edwin F. Kalmus, [n.d.]). 
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each of the three themes. The closing section consists of two of the themes from 
the first movement. The second theme returns twice, presented in almost the same 
manner as it was in the first-movement recapitulation. The crafty closing theme, 
following the second theme, is reprised to conclude the whole symphony in a major 
key (D-flat major again). 
Prokofiev's original intension was to stop there. Unfortunately, the Symphony could 
not escape the fate of revision. Samosud warned Prokofiev that the pessimistic 
original conclusion of the work would not be convincing enough for the Stalin Prize 
Committee. Samosud even reported the Committee members' words: "The finale 
does not end in joy so, in order not to forfeit first prize for second prize, would it not 
be possible to create an alternate finale with a happy ending?"^^ Prokofiev 
originally refused, but finally wrote a new coda for the fourth movement. The 
alternate ending, which has 25 measures only, was merely recycled materials from 
the beginning of the finale pasted after the closing theme like an extra tail, recalling 
the festive mood that had begun the movement. The first half of It was almost a 
duplicate of the first theme in A section, which appeared immediately after the brief 
introduction, while the second half leads the movement into a final optimistic end 
by forte chords and harp glissando. At the premiere of the altered symphony, 
Prokofiev pretended to like the new e n d i n g ? in fact, the composer confessed to 
Rostropovich that he yielded to the aesthetic values of the regime because of the 
I 
100,000 ruble prize that he needed urgently. But he also told Rostropovich, "But 
Slava, you will live much longer than I, and you must take care that this new ending 




never exists after me."的 He was eventually awarded the Lenin Prize posthumously 
in 1957, yet both the original and new endings exist up to now.®^ The score was not 
published until after Prokofiev's death and his wish was not followed completely.^^ 
The orchestral score includes both endings while the four-hand arrangement 
consisted of the new ending only. 
To summarize, the style of childhood is manifested in Seventh Symphony mainly 
through its character. With regard to the character, the music is more childlike in 
the second and the final movements. The mood is consistently lively and playful, 
brought about by the witty thematic ideas, unexpected twist of harmony and 
accompanying patterns. Although the third movement is rather lyrical, it has a 
contrasting B section which is also innocent and scherzo-like. The first movement is 
the most "mature" among all, yet it still has a light-hearted closing theme to 
enliven the atmosphere occasionally. Another important factor that characterizes 
this work as children music is its simplicity and accessibility. Although there are 
unconventional developments of musical ideas (especially in the first movement) 
and loose application of musical forms, the music is in general easy enough for 
children to comprehend. Clearly recognizable melodic themes can be found 
through out the symphony. Despite the frequent shift of tonalities and occasional 
decoration of chromaticism, the harmony is constantly diatonic in nature, which is 
notably different from his previous symphony. The orchestration remains simple yet 
/ 
effective, and the timbres of different instruments are clearly exhibited in the light 
sonority. In fact, the work Is so readily accessible to every audience that a 
的 Daniel Jaff? Sergey Prokofiev (London: Phaidon Press, 1998), 211. 
Nestyev, 435. The Stalin prize system became obsolete upon the death of the ruler. 
See Morrison, 373. -
® Khachaturyan, 219. 
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Philadelphia matron commented: "'It sounds/ she sighed happily, 'just like Gilbert 
& SuHivan/"^^ Interestingly, the American music critic Olin Dowries perceived the 
simplicity of the work with another perspective, regarding the Seventh as "an old 
man's symphony, beyond strife and conflict."®^ 
Last but not least, there is a close relationship between the first and the fourth 
movements, despite the fact that they are contrasting in character. The brisk and 
carefree mood of the finale is opposed to the philosophical reflection in the first 
movement. The main key, D-flat major, used in the finale is in fact the parallel major 
of the key of the opening movement. As discussed above, this was hinted at already 
in the recapitulation of the second theme in the first movement. The reprise of 
thematic ideas from the first movement further enhances the links between these 
two movements. These two movements can be viewed as a polarity of two 
dimensions: one representing the sophisticated and philosophical world of adults, 
and another symbolizing the innocent and playful kingdom of children. In the finale, 
through the coalescence of the musical events from the two movements, Prokofiev 
merged the two realms into one. Not only the unification between the children and 
the adults, Alexander Werth {Manchester Guardian) even suggested that "this 
Seventh Symphony was, indeed, regarded as a sort of final reconciliation between 
Prokofiev and the Stalin regime/'®® By compromising with the ending, adjusting his 
musical styles, Prokofiev eventually managed to produce a work which was favored 
/ 
by the audience and the critics, while at the same time accepted by the authorities. 
郎 Anonymous, "Music: Prokofiev's Farewell/' Time, April 20,1953, 
httD://www.1nme.com/time/magazine/article/D.9171.822763.00.html (Accessed November 28, 2010). 
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There is a gradual stylistic change in Prokofiev's works of the 1940s. Winter Bonfire, 
the first composition for children after a lapse of more than ten years, resembled 
works from the earlier period, simple, totally innocent in nature. They are all 
programmatic, usually based on a story for children. The music is mainly diatonic, 
simple in structure and seldom includes complex development. Probably due to its 
ultra-simplicity, Winter Bonfire attracted very little attention from critics, as well as 
other audiences aside from children. 
The style of On Guard for Peace was a big departure from Winter Bonfire. Although 
it is also programmatic, it is no longer a whimsical story, but a harangue about war 
and peace. There is a division of styles representing childhood and adulthood, both 
literarily and musically. In describing the sophisticated themes, Prokofiev picked up 
the rather banal patriotic style of his earlier works for the regime. However, the 
elements of adult style were too overwhelming so that the work became less 
appealing than his previous children's music. The joy and innocence of childhood 
was somehow contaminated by the verbose text. 
Compared with On Guard for Peace, the Seventh Symphony was more successful in 
balancing the elements of childhood and adulthood. The latter in fact enjoyed a 
much more positive and enthusiastic reception. While the second and the final 
/ 
movements demonstrated a strong childlike character, the first movement retains 
the mood of contemplation which is normally expected from a symphony. The style 
of childhood was given greater room for elaboration and imagination as well, when 
there is no text to bind the imagination. Although being the first composition of 
"absolute music" among his children's works, the lively character of his "children's 
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style" aroused a strong impression of youthfulness in this work. Prokofiev 
successfully used an adult medium and a serious genre to demonstrate his 
interpretation of childhood. 
/ 
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Chapter 6 Conclusion 
Childhood was a recurring theme in Prokofiev's creative output. He wrote not only 
short stories in the form of fairy-tales and fantasies, but also musical works in 
relation to this theme throughout his life, in diverse genres such as piano miniature, 
song, opera, ballet, oratorio, symphonic suite and symphony. ^ Among his 
compositions, six were composed specifically for children and therefore are 
categorized as children's music in this study. They were composed during two 
specific time periods, one around 1936 and one after 1948. 
Concerning the style of Prokofiev's music for children, a tendency of increasing 
complexity can be observed. Prokofiev started with one of the simplest genres, the 
solo piano miniature, which he had first composed long ago in his youth. Although 
Prokofiev's decisions about genre depended mainly on the nature of a commission, 
the piano miniature is a common genre that composers (like Tchaikovsky, 
Grechaninov, Stravinsky and Kabalevsky) typically chose for their children's music. 
Afterwards, Prokofiev wrote songs for children, which is another popular form of 
entertainment for children, as Morgan has commented: "songs are more accessible 
for young children, because words and music are inextricably l inked" The naivety 
of Sweet Song and Little Pigs certainly makes them accessible; likewise. Chatterbox 
is readily comprehensible despite being an extensive composition, similar to, albeit 
simpler,, than Ugly Duckling. In contrast, Peter and the Wolf was a stylistic leap 
1 Aside from the works selected as the focus of this study, other works related to the theme of 
childhood included The Giant (without opus no., 1900), Ugly Duckling (Op. 18,1914), Tales of an Old 
Grandmother (Op.31,1918), Love for Three Oranges (Op.33,1919), Cinderella (Op. 87,1940-1944) 
and The Tale of the Stone Flower (Op. 118,1948-53). With regard to the short stories Prokofiev wrote, 
see Prokofiev, Soviet Diary, 185-226. ‘ 
2 Edward Morgan, "Recollections of a Collaboration: Natalia Sats and Serge Prokofiev," Three Oranges 
Journal 12 (2006): 13. ‘ 
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among these small works. It is largely because Satz had introduced Prokofiev to 
other possibilities with respect to composing for children, especially using orchestral 
settings. Not surprisingly, Chatterbox, which was composed nearly at the same time 
as Peter and the Wolf, has an orchestral version as well. The enormous success of 
Peter and the Wolf could have then motivated Prokofiev's plans for orchestrations of 
his previous two works. Eventually, Summer Day was produced as an orchestral 
variant of Music for Children. 
After a long break, Prokofiev composed children's music again, first by referring to 
his previously successful model. Like Peter and the Wolf, Winter Bonfire has a simple 
story involving Pioneers, supported by simple yet highly descriptive music. The role 
of narrative was expanded and was treated in separate narrated sections, in the 
form of poems provided by Marshak. The music is similarly divided into largely 
self-contained individual movements, rather than the episodic passages that 
characterize Peter and the Wolf. The next work, On Guard for Peace, composed 
shortly thereafter, departs the most from the style of the previous children's works. 
Aside from its far too mature subject matter, it has the largest performing forces, the 
most sophisticated thematic development and the most complex harmony (despite 
repeated rounds of simplification) of any children's work that Prokofiev composed to 
that time. The theme of childhood, manifested in the middle movements, is eclipsed 
by the seriousness in other movements. Although intended for children, On Guard 
/ 
for Peace has often been neglected as one of the childhood-related works by 
Prokofiev. It was not until the final work, the Seventh Symphony that Prokofiev 
achieved the balance required of such a hybrid style of childhood and adulthood 




After examining the genesis of these works and analyzing the music,丨 would 
conclude that the major motivation for Prokofiev to compose particularly for 
children came from third parties, first Natalie Satz and the Children's Theatre, 
followed by the Radio Committee. Of course, the influence of the political and social 
situation around 1936 and 1948 cannot be ignored either. It was after Prokofiev's 
first visit to Satz's theatre that he started composing the first three works for 
children (as discussed at the end of chapter 3). Satz not only commissioned the best 
known symphonic fairy tale, Peter and the Wolf, but also suggested to Prokofiev the 
idea of writing songs for children. Prokofiev dedicated one of his children's songs to 
Satz, probably as a tribute to their collaboration. By working closely with Satz and 
performing the music in front of the children at the theatre, Prokofiev very likely had 
a more comprehensive idea about how to communicate with children musically. 
Aside from Satz's direct influence, the Lady Macbeth incident and the prominence of 
children in political propaganda may also have triggered Prokofiev to compose for 
this "safe/' but greatly in demand genre. 
Around ten years later, the Radio Committee became another force for Prokofiev to 
compose for children. In fact, Prokofiev had a more complex motivation for 
composing these works at this time. He had to cater not only to his target listeners, 
the children, but also the hidden audience, the Party. As a result, he could not 
compose by following his own aesthetic beliefs solely and hence experienced 
constant anxiety about his musical style. Indeed, a work like On Guard for Peace was 
subjected to numerous revisions, mostly requiring simplification. Furthermore, 
Prokofiev had to be concerned with his own circumstances as well. Official 
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commissions from government bodies became a real attraction to Prokofiev, who 
was worried about his worsening financial situation and poor career prospects after 
Zhdanovshchina. In addition, the goal of winning the Stalin Prize "indirectly" forced 
Prokofiev to accommodate the official aesthetic standards (as he altered the ending 
of the Seventh Symphony). Moreover, in response to his confusion about the artistic 
requirements of the regime, he might have used children's works as a test of the 
limits of the regime, since music for children was deemed relatively less important 
from the perspective of the music critics and hence would not much affect his legacy. 
This may explain why some of his later children's works seem far too "mature" and 
have limited suitability for children. 
Unlike Kabalevsky, Prokofiev's main goal of composing for children was not 
pedagogical, as most of the works were not intended for children to perform and 
the music that was for children to perform was sometimes too complicated. 
Needless to say, Prokofiev did not compose as many children's works as Kabalevsky. 
What interested him was the incorporation of the theme of childhood in his own 
music. Therefore, his music for children occasionally has equal artistic sophistication 
as his other "serious" compositions, while it nevertheless can communicate with 
children well. As Khachaturian commented, 
But do children understand and appreciate this music? Certainly they do! 
This is evidenced by the tremendous popularity of these pieces with 
juvenile audiences both here and abroad. Moreover his music for children 
bears the unmistakable imprint of Prokofiev's style and maintains the 
same high artistic standard that marks all of his compositions.^ 
3 Aram Khachaturyan, "A Few Thoughts about Prokofiev," in S. Prokofiev: Autobiography, Articles, 
Reminiscences, ed. S. Shiifstein (Honolulu, HI: University Press of the Pacific, 2000), 201.' ‘ 
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Prokofiev was usually motivated, yet sometimes constrained, by external agencies 
when composing particularly for children. Nearly all of his children's works were 
composed in response to commissions, with official ones dominating. The cost of 
relying on the official agencies was a certain loss of authoritative control over the 
genesis of his later children's works. In contrast, his affinity for the theme of 
childhood was less affected by political or social factors as he had demonstrated a 
constant output of works related to the theme of childhood. 
In the course of this study, the biggest challenge concerns the question of what 
"children's music" truly is. Past research related to this genre, or this category of 
music, is limited. Although composers did not intentionally classify works for 
children as a separate genre, works suitable for children were often differentiated in 
recent decades as a special category, usually by reception of the music rather than 
the purpose of composition. It is equally difficult to define children's music by 
musical content, style or compositional intention, since there are no concrete 
parameters to measure. I hope that my attempt of studying this ambiguous genre 
will contribute to future research in this area. 
After all, Prokofiev's music for children had demonstrated the potential of children's 
music, which is not, and should not be, limited to nursery songs or little pedagogical 
pieces for piano. "Serious" genres such as symphony and oratorio can also be 
/ 
appreciated by children, if the musical language is suitable. The reception of 
Prokofiev's children's works has proved the composer's ability to communicate with 
this special but often neglected audience. The Russian theatre director Constantin 
Stanislavsky's words summarized best the relationship between Prokofiev and his 
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children's music, "The creative person remains a big child to the end of his days, and 
if he loses his ability to communicate directly with universal feelings then he is no 
longer an artist” 
/ 
4 Sergei Prokofiev, Dokumente, Briefe, Erinnerungen, ed. S. I. Schlifstein, translated into German by 




Appendix 1- Summary of musical themes of the characters 
1. Peter (String quartet) 
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2. Bird (Flute) 
二 断 I . 
^ mf 
3. Duck (Oboe) 
ADdaDtiDo 
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4. Cat (Clarinet) 
Moderato 
5. Grandfather (Bassoon) 
AodaDte 
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6. Wolf (3 Horns) 
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Appendix 2- Structural Table of Prokofiev's Peter and the Wolf 
The table is constructed according to the structure of the score. Double lines are 
used whenever fermata appears in the score. Events are numbered according to the 
musical materials used so the narrations do not receive any numbering. 
Simultaneous events are put in the subdivided boxes of the same event row. When 
narrations appear at the same time with the music, they are put in the same row 
with the theme. Minor keys are represented in lowercase letters while major keys 
are in uppercase. 
Event Theme Tonal Leading Remarks Narration 
centre instrument 
Early one morning 
Peter opened the gate 
and went out into the 
big green meadow. 
1 Peter C String Quartet 
Peter' String Quartet 
On a branch of a big 
tree sat a little bird. 
Peter's friend. 'All is 
quiet/ chirped the 
bird gaily. 
2 BW C Solo Flute 
• — II. i J S ^ 
3 Peter F String Quartet 
Bird Flute 
Peter' C String Quartet 
(inverted) (thinner in 
texture) 
Just then a duck came 
, waddling round. She 
was glad that Peter 
had not closed the 
gate, and decided to 
take a nice swim in 
the deep pond in the 
meadow. 
—' - I M I 
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4 Duck A b Oboe 
Bird Flute 
Duck (accomp) Clarinet, 
Bassoon, 
Violas 
/ Incidental C String and winds Seeing the duck, the 
passage, little bird flew down 
Duck (accomp) upon the grass, settled 
next to her and 
shrugged his 
shoulders. 
5 Bird A\> Flute 'What kind of a bird 
are you, if you can't 
Duck Oboe fly?' said he. 
To this the duck 
Duck (accomp) Clarinet, replied: 'What kind of 
Bassoon, a bird are you, if you 
Violas can't swim?' and 
^ ^ ^ ^ ^^^^^^^^^^^^^ ^ ^^^^^ dived into the pond. 
6 Duck (argue) Ab Oboe They argued and 
Bird' Flute argued. The duck 
swimming in the 
Accomp Violins, viola .. , . . . 
pond, the little bird 
hopping along the 
shore. 
/ Incidental b Flute Suddenly something 
passage 2 “；；；^  caught Peter's 
Violins, Viola attention. He noticed 
a cat crawling through 
the grass, 
7 Cat G Clarinet 
Cat (accomp) Doublebass 
Cat C ‘ Clarinet The cat thought: 'The 
bird is busy arguing. 
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Cat (accomp)' Strings I'll just grab him.' 
Stealthily she crept 
towards him on her 
velvet paws. 
8 Incidental f#(g) Strings, Fortissimo look out!' shouted 
passage 3 chord Peter, and the bird 
(Warning immediately flew up 
theme) into the tree. 
Bird (escape) C Flute 
Duck (angry) g Oboe While the duck 
quacked angrily at the 
Warning Strings cat... 
theme from the middle of the 
pond. 
9 Cat B Clarinet The cat walked round 
the tree and thought: 
Cat (accomp)' Strings 'Is It worth climbing 
up so high? By the 
Bird (escape) Flute time I get there the 
bird will have flown 
away' 
Grandfather came 
out. He was angry 
because Peter had 
gone into the 
meadow. 'It is a 
dangerous place. If a 
wolf should come out 
of the forest, then 
； what would you do?' 




Peter paid no 




I I I I 
Boys like him are not 
afraid of wolves. 
11 Peter B b String Quartet 
Clarinet 
‘ ' • ‘ I ' • " I I “ "•'  ‘ - I •==•'• ‘ •- ^ ‘ •丨• I • I — — • ‘ ‘ 丨…• • I 
But grandfather took 
Peter by the hand, 
locked the gate and 
led him home. 
12 Grandfather b Bassoon 
Grandfather String 
(accomp) 
No sooner had Peter 
gone, than a big grey 
wolf came out of the 
forest 
13 Wolf g Horns 
Wolf (accomp) Strings, cymbals 
14 A->Bb Clarinet In a twinkling the cat 
Accomp Lower strings climbed up the tree. 
(Pizz.) 
The duck quacked, 
and in her excitement 
jumped out of the 
pond. 
15 Duck (argue) B b Oboe 
Incidental b Flute But no matter how 
passage 2 String hard the duck tried to 
run... she couldn't 
- escape the wolf. 
Escape theme e Flute, oboe. He was getting 
clarinet nearer... 
Violins, viola nearer...catching up 
with her. 
Warning C Flute, oboe. Fortissimo 
theme' major clarinet Chord 







And then he got her, 
and with one gulp, 
swallowed her. 
16 Swallowing c Brass, ^ Two long 
theme Wind+ Strings chords 
Duck (in wolf's A h Oboe 
stomach) 
Duck (accomp) Violins, viola 
And now, this is how 
things stood: the cat 
was sitting on one 
branch, 
17 G->C Clarinet 
Cat (accomp) Lower strings 
Bird G-^C Flute The bird on another.... 
not too close to the 
cat.. 
And the wolf walked 
round and round the 
tree, looking at them 
with greedy eyes. 
18 Wolf Ab Horns • 
Bird Flute 
Cat Clarinet 
Wolf (accomp) Lower strings, 
Cymbals 
In the meantime, 
Peter, without the 
slightest fear, stood 
behind the closed gate 
watching aII that was 
： going on. 
19 Peter D String Quartet ‘ 
Peter (rope) C “ | Strings, bassoon He ran home, got a 
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strong rope and 
climbed up the high 
stone wall. 
V of C One of the branches 
of the tree, round 
which the wolf was 
walking, stretched out 
over the wall 
Peter e Clarinet Grabbing hold of the 
(truncated) branch, 
Peter e Flute Peter slightly climbed 
(truncated)' over on to the tree. 
Peter e->G Violin 
(truncated)" 
Peter said to the bird: 
'Fly down and circle 
round the wolfs head; 
only take care that he 
doesn't catch you' 
20 Peter (bird) C Flute 
Peter (bird) E b Oboe ‘ 
Peter (bird) A b Violin 
Peter (bird), B Clarinet ^ 
truncated 
The bird almost 
touched the wolfs 
head with his wings 
while the wolf 
snapped angrily at 
him from this side and 
that. 
21 Wolf, g->F Horns, 
Wolf Brass and 
(snapping) strings 
Wolf d->C Horns 
Wolf Brass and 
(snapping) strings 
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Wolf C Brass and 
(snapping) strings 
Peter (bird) Flute 
How the bird did 
worry the wolf! How 
he wanted to catch 
him! But the bird was 
cleverer, and the wolf 
simply couldn't do 
anything about it. 
Wolf C Full orchestra sf chords 
(snapping) 
Meanwhile, Peter 
made a lasso and 
carefully letting it 
down. 
22 Lasso g Solo violin 
caught the wolf by the 
tail and pulled with all 
his might. 
23 Capture e b Horns, full 
orchestra 
Feeling himself 
caught, the wolf 
beganto jump wildly 
trying to get loose. 
24 Struggle f Trombone+strin 
_gs 
Capture Full orchestra 
Struggle 2 d Horns But Peter tied the 
‘ other end of the rope 
to the tree, 
Capture, f(?) Full orchestra And the wolfs 
jumping only made 
the rope round his tail 
tighter 
Wolf d->C Horns ‘ 
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Just then.. 
(25) Hunters ？ (c) Strings 
(accomp) 
The hunters came out 
of the woods 
Hunters ？ (c) Strings 
(accomp) 
following the wolf's 
trail and shooting as 
they went. 
25 Hunters ？ (c) Woodwinds 
Hunters Strings 
(accomp) 
Shooting C Timpani 
Hunters c# Trumpet, horns 
Shooting C Timpani 
But Peter sitting in the 
tree said: 'Don't short! 
Birdie and 丨 have 
caught the wolf. Now 
help us to take him to 
the 200.' 
26 Peter (varied) Ab Violin— 躲 time ' 
Clarinet 
Bird (varied) E Flute 
Peter (varied) Clarinet, 
bassoon, oboe 
And there... 




27 Hunters C Full orchestra 
(accomp) 
a Peter Bb Horns, trumpet Peter at the head… 
+winds 
b Hunters | C Oboe+Trumpet After him the hunters 
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leading the wolf. 
Wolf e Horns 
Hunters D b Oboe+Trumpet 
And winding up the 
procession, 
grandfather and the 
"‘ cat. Grandfather 
tossed his head 
discontentedly: 'Well, 
and if Peter hadn't 
caught the wolf? What 
• then?' 
c Grandfather b Bassoon, 
doublebass 
Cat B Clarinet 




e Hunter (bird) G Flute Above them flew 
Hunter clarinet, birdie chirping 
bassoon merrily: 'My, what 
brave fellows we are, 
Peter and I! Look what 
we have caught!' 
f Duck A b Oboe And if one would 
listen very carefully, 
he could hear the 
duck quacking inside 
the wolf; because the 
wolf in his hurry had 
swallowed her alive 
g Coda C Full orchestra 
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Appendix 3- Original document of Natalia Satz in Moscow Daily News (6 May 1936) 
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